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ABSTRACT
JAZZ IMPROVISATION FOR THE B-FLAT SOPRANO TRUMPET: AN
INTRODUCTORY TEXT FOR TEACHING BASIC THEORETICAL 
AND PERFORMANCE PRINCIPLES
John  W illy s  McCauley
J a z z  i s  a  s t y l e  o f  m usic in d ig e n o u s  t o  A m erica w hich 
h a s  g a in e d  a c c e p ta n c e  a s  a  c r e a t iv e  p e rfo rm in g  a r t .  Music 
e d u c a to rs  have re c o g n iz e d  c r e a t i v i t y  and s e l f - e x p r e s s io n  a s  
prim e c o n s id e r a t io n s  in  th e  fo rm u la tio n  o f  th e  t o t a l  m usic 
c u r r ic u lu m , and th e y  p o in t  t o  j a z z  im p ro v is a t io n  a s  one means 
f o r  d e v e lo p in g  c r e a t i v e  m u s ic ia n s h ip .
The m ajo r pu rp o se  o f  t h i s  s tu d y  was t o  p ro v id e  an 
in t r o d u c to r y  t e x t  f o r  te a c h in g  B asic  t h e o r e t i c a l  and perfo rm ance  
p r i n c i p l e s  o f  j a z z  im p ro v is a t io n  f o r  th e  B - f l a t  sop rano  t ru m p e t.  
M ethods and m a te r i a l s  o f  i n s t r u c t i o n  b eg in  w ith  th e  i n i t i a l  
s ta g e s  o f  j a z z  im p ro v is a t io n ,  a f f o r d in g  th e  tru m p e t p e rfo rm e r  
w ith o u t p r i o r  j a z z  im p ro v is a to ry  e x p e rie n c e  th e  o p p o r tu n ity  t o  
u t i l i z e  th e  c o n te n ts  o f  t h i s  r e p o r t .  As a second p u rp o se , a 
rev iew  o f  s e le c te d  ru d im e n ts  o f  m usic c o n s id e re d  to  be r e q u i s i t e  
t o  th e  s tu d y  o f  j a z z  im p ro v is a t io n  was p re s e n te d  w ith  p a r t i c u ­
l a r  em phasis on i n t e r v a l s ,  c h o rd s ,  s c a l e s ,  and b lu e s  fu n d a­
m en ta ls  . A t h i r d  p u rp o se  was t o  p ro v id e  b a s ic  c o n c e p ts  o f  ja z z
Vim p ro v is a t io n  w hich would enab le, th e  s e r io u s  s tu d e n t  t o  d i s ­
c o v e r  and d e v e lo p  h i s  own c r e a t i v e  p o t e n t i a l  th ro u g h  im p ro v isa ­
to r y  e x p e r ie n c e  and th e n  p roceed  to  become more f a m i l i a r  w ith  
c u r r e n t  im p ro v isa to ry  p r a c t i c e s . The f i n a l  p u rpose  o f  t h i s  
s tu d y  was t o  compose o r i g i n a l  j a z z  im p ro v isa to ry  m odels which 
were d e s ig n e d  t o  i n i t i a t e  and m o tiv a te  th e  s tu d e n t  tow ard  p ro ­
f ic ie n c y  in  j a z z  im p r o v is a t io n .
The p ro c e d u re s  used in  th e  p r e p a r a t io n  o f  t h i s  r e p o r t  
in c lu d e  h i s t o r i c a l  r e s e a r c h ,  t h e o r e t i c a l  s t r u c t u r e s ,  p e d a g o g ic a l 
p r i n c i p l e s ,  and o r i g i n a l  im p ro v isa to ry  exam ples and m odels o f  
j a z z  im p ro v is a t io n .  P a r t  One c o n ta in s  r e s e a r c h  s u p p o r t in g  th e  
need f o r  a  j a z z  im p r o v is a t io n a l  t e x t ,  w h ile  P a r t  Two i s  an 
o r i g i n a l  te x tb o o k . C h ap te r I  d is c u s s e s  th e  s ig n i f ic a n c e  o f  
m u s ic a l  c r e a t i v i t y  and th e  j u s t i f i c a t i o n s  su p p o r tin g  th e  need 
f o r  a  s e q u e n t i a l ly  s t r u c tu r e d  t e x t  fo r  j a z z  im p ro v is a t io n .  
C h a p te r  I I  p r e s e n ts  th e  r e s u l t s  o f  c a r e f u l  r e s e a rc h  o f  i n s t r u c ­
t i o n a l  t e x t s ,  m usic c o l l e c t i o n s ,  j a z z  h i s t o r y ,  and u n p u b lish ed  
m a te r ia l s  r e l a t e d  t o  th e  p e d a g o g ic a l a s p e c ts  o f  j a z z  im p ro v isa ­
t i o n ,  w hich r e v e a l  a  la c k  o f  s c h o la r ly  endeavor in  re g a rd  to  
t h i s  m u s ic a l id io m , fin in t r o d u c to r y  t e x t  d e s ig n ed  t o  s t im u la te  
im p ro v is a to ry  a b i l i t y  o f  th e  B - f l a t  sop rano  tru m p e t p e rfo rm e r 
i s  p re s e n te d  in  C h a p te r  I I I .  T h is  t e x t  c o n ta in s  a  s e q u e n t i a l ly  
s t r u c tu r e d  rev iew  o f  s e le c te d  ru d im e n ts  o f  m usic and p la c e s  
s p e c i a l  em phasis on te c h n iq u e s  fo r  im p ro v is in g  j a z z  from p e n ta ­
t o n ic  and m odal s t r u c tu r e s  and from th e  tw e lv e - to n e  m a tr ix .  
C h ap te r IV p ro v id e s  an overv iew  o f t h i s  s tu d y , fo llow ed  by th e
c o n c lu s io n s  drawn from t h i s  r e s e a r c h  p r o j e c t  and th e  recommenda­
t i o n s  f o r  f u r t h e r  s tu d ie s  w hich co u ld  make s i g n i f i c a n t  co n ­
t r i b u t i o n s  t o  th e  s tu d y  o f  j a z z .
The g row th  o f  j a z z  im p r o v is a t io n a l  pe rfo rm ance  h as  
a l e r t e d  m usic e d u c a to r s  t o  th e  re le v a n c e  o f  j a z z  im p ro v is a t io n  
t o  m u s ic a l c r e a t i v i t y .  I t  i s  hoped t h a t  t h i s  in t r o d u c to r y  
t e x t  w i l l  h e lp  t o  eq u ip  th e  j a z z  tru m p e te r  w ith  th e  background 
n e c e s sa ry  f o r  l e a r n in g  how t o  im p ro v ise  j a z z ,  th u s  e n a b lin g  
him t o  d is c o v e r  th e  v a r i e t i e s  o f  m u s ic a l e x p e r ie n c e  to  be ga ined  
from th e  s tu d y  o f  j a z z  im p ro v is a t io n .
PART ONE
SELECTED METHODS OF JAZZ IMPROVISATION
CHAPTER I  
INTRODUCTION
J a z z  h a s  heen d e sc r ib e d  a s  a  s ty l e  o f m usic in d ig en o u s 
t o  th e  U n ited  S ta te s  i n i t i a t e d  by b la c k  American m u sic ian s  d u r­
in g  th e  e a r ly  tw e n t ie th  c e n tu ry .  U sing ja z z  a s  a perform ance 
idiom  fo r  s e l f - e x p r e s s io n ,  th e s e  m u sic ian s  developed  im p ro v isa ­
to r y  s ty l e s  t h a t  were adop ted  in  o th e r  music in  A m erica. For 
many y e a r s ,  j a z z  was n o t  c o n s id e re d  t o  be a r t i s t i c  and w as, 
t h e r e f o r e ,  excluded  from e d u c a t io n a l  c u r r i c u l a .  However, th e  
p r o l i f e r a t i o n  o f  j a z z  a c t i v i t i e s  and a  re v iv e d  i n t e r e s t  in  
c r e a t i v i t y  in  r e c e n t  d ecad es has r e f l e c t e d  a  s i g n i f i c a n t  change 
o f  a t t i t u d e  tow ard th e  e d u c a tio n a l  v a l i d i t y  o f  j a z z .  T h is  
r e - e v a lu a t io n  o f  j a z z  a s  an  a r t  form has m a n ife s t i t s e l f  v iv id ly  
w ith in  th e  m usic e d u c a tio n  c u rr ic u lu m . These m a n ife s ta t io n s  
were ev idenced  by th e  in c re a s in g  number o f  j a z z  f e s t i v a l s  and 
j a z z  c u r r i c u la  o f f e r in g s  in  c o l l e g e s ,  u n i v e r s i t i e s ,  and con- 
s e r v a to r ie  s .
The m ost w e l l - e s ta b l i s h e d  ja z z  c u r r i c u la  a re  re p re se n te d  
by i n s t i t u t i o n s  o f  h ig h e r  le a r n in g  such a s  N orth  Texas S ta te  
U n iv e r s i ty ,  In d ia n a  U n iv e r s i ty ,  th e  U n iv e rs i ty  o f  M iami, th e  
J u i l i i a r d  School o f  M usic , th e  Eastman School o f  M usic, and th e  
New England C o n se rv a to ry  o f  M usic .
3T his p ro p e n s i ty  f o r  ja z z  h as been e x e m p lif ie d  by p h i la n ­
th r o p ic  and governm enta l endowments t h a t  p rov ided  funds fo r  
v a r io u s  a c t i v i t i e s  i n s t i t u t e d  as p a r t  o f  th e  music c u r r i c u la  in  
c i t i e s ^ ' o f  th e  U nited  S ta te s  ?"
A d d itio n a l a c t i v i t i e s  in  ja z z  e d u c a tio n  have been ob ­
se rv ed  in  th e  p e n e t r a t in g  grow th o f ja z z  s tu d y  and perform ance 
o f f e re d  a t  summer music camps and c l i n i c s  th ro u g h o u t th e  U nited 
S t a t e s . 3 The in c re a s in g  a p p ea l and i n t e r e s t  g e n e ra te d  by t h i s  
American m usic has b ro u g h t abou t a change o f  a t t i t u d e  on th e  
p a r t  o f  sch o o l a d m in i s t r a to r s , t e a c h e r s , and s tu d e n ts  tow ard  
ja z z  and i t s  p la c e  in  m usic e d u c a tio n .
The s k i l l s  o f m u sica l im p ro v is a t io n , which have been 
advoca ted  as m ajor o b je c t iv e s  in  th e  m u sica l p r a c t ic e  o f European 
and A sian  c u l tu r e s  and o f  American f o lk  m u s ic ia n s , g e n e ra l ly  
have been a n e g le c te d  e lem ent in  th e . g e n e ra l  developm ent o f 
Am erican s tu d e n ts  in  m usic e d u c a tio n . .
Leonhard and House c i t e d  t h a t , beyond th e  e lem en tary  
g ra d e s ,  r e a l  c r e a t i v i t y  i s  la c k in g  in  m usic e d u c a tio n  program s 
o f  th e  U n ited  S t a t e s .  Even in  th e  e lem en ta ry  g rad e s  much o f  
what p a sse s  f o r  c r e a t i v i t y  o f te n  has a p rep a red  o r  p lanned 
q u a l i t y .  To remedy t h i s  s i t u a t i o n ,  th e  a u th o rs  recommended an
1
New Y ork, Los A n g e les , C h icago , and S t .  L o u is .
2
Max H e n to ff , "Jazz  and S c h o o ls ,"  I n t e r n a t io n a l  M u sic ian . 
XLVII ( A p r i l ,  1966), 10.
3C h a rle s  S uber, "The F i r s t  C horus,"  Down B e a t . XXXV 
(A ugust, 1968 ), 6 .
4em phasis on im p ro v is a t io n  a t  a l l  l e v e l s  o f  m usic s tu d y  and 
p o in te d  to  j a z z  im p ro v is a t io n  as a m odel fo r  th e  d i r e c t  app roach
l
t o  c r e a t i v i t y  in  m usic e d u c a tio n .
M u rs e l l ’ s p r i n c i p l e  o f  c r e a t i v i t y  in  m usic s t a te d  t h a t
" in  a program  p lanned  t o  prom ote m u s ic a l g ro w th , o u r c o n s ta n t
endeavor m ust he t o  encou rage  and h e lp  c h i ld r e n  t o  respond
c r e a t i v e l y  i n  a l l  t h e i r  d e a l in g s  w ith  m u s ic ."  M u rse ll su g g ested
t h a t  c r e a t i v i t y  canno t be c a te g o r iz e d  a s  a s e p a ra te  s u b d iv is io n
o f  th e  m usic  e d u c a tio n  p rogram , b u t in s te a d  i t  m ust be c o n s id e re d
an  i n t e g r a l  p a r t  o f  th e  a c t i v i t i e s  in c lu d e d  w ith in  th e  m usic
e d u c a tio n  c u rr ic u lu m . M u rse ll  f u r t h e r  su g g e s te d  t h a t  c r e a t i v i t y
shou ld  pe rm ea te  th o s e  a c t i v i t i e s  in te n d e d  t o  f o s t e r  n e c e s s a ry  
2
m u sica l g ro w th .
W ilson  d is c u s s e d  im p ro v is a tio n  a s  an im p o rtan t mode o f  
c r e a t i v i t y  i n  m usic . He ob se rv ed  t h a t  im p ro v is a tio n  h a s  been 
g r e a t ly  n e g le c te d  d u r in g  th e  f i r s t  h a l f  o f  th e  tw e n t ie th  c e n tu ry ,  
a s  opposed t o  p a s t  c e n tu r ie s  d u rin g  w hich tim e  i t  was h e ld  in  
esteem  by p r a c t i c i n g  m u s ic ia n s . I t  was su g g e s te d  t h a t  th e  
m usic e d u c a to r  encourage  s tu d e n ts  t o  u t i l i z e  im p ro v isa tio n  fo r  
t h e  k e e n e r  know ledge and u n d e rs ta n d in g  o f  m u sica l e lem en ts  i t  
can  d e v e lo p , and th e  e m o tio n a l s a t i s f a c t i o n  I t  can y ie ld  by 
e n a b lin g  s tu d e n ts  t o  e x p re s s  th e m s e lv e s . Perhaps t h e  su c ce ss
1C h a r le s  L eonhard and R o b ert W. H ouse, F o u n d a tio n s and 
P r in c ip le s  o f  M usic E d u ca tio n  (New Y ork: M cGraw-Hill Book
Company, 1 9 5 9 ), p p . 260-261 .
o
Jam es L. M u rs e l l ,  Music E d u ca tio n  P r in c ip le s  and 
Program s (New York: S i l v e r  B u rd e tt  Company, 1 9 5 6 ), p . 328.
o f  ’’jam " s e s s io n s  and o th e r  form s o f  im p ro v is a tio n  in  m usic 
l i e s  in  t h e  o p p o r tu n i t i e s  f o r  s e l f - e x p r e s s io n .
S c h u l le r ,  in  h i s  fo rew ord  t o  C o k e r’s Im p ro v is in g  J a z z . 
s t a t e d  t h a t  th e  t r a i n i n g  and n u r tu r in g  o f  t h e  ja z z  im p ro v ise r  
i s  an a re a  o f  m u s ic a l s tu d y  abou t w hich m usic e d u c a to rs  sh o u ld  
be more c o n c e rn e d , i f  o n ly  because  o f  th e  s i g n i f i c a n t  c o n t r ib u ­
t i o n  t h a t  ja z z  h as  made in  th e  a r e a s  o f  c r e a t i v i t y  and s e l f -  
2e x p re s s io n .
In  an  a d d re s s  d e l iv e re d  a t  t h e  n a t i o n a l  c o n v e n tio n  o f  
t h e  N a t io n a l  A s s o c ia t io n  o f  S choo ls o f  Music i n  November, 1970, 
David B a s k e rv i l le  s t r o n g ly  u rged  th e  m usic e d u c a to rs  o f  Am erica 
t o  ta k e  a c an d id  lo o k  a t  th e  s t a tu s  o f  m usic and how i t  can  
b e t t e r  s e rv e  th e  needs o f  to d a y ’s m u s ic ia n s . He su g g e s te d  t h a t  
t h e r e  i s  an o bv ious avo idance  o f r e c o g n i t io n  o f  t h a t  re a lm  o f  
”you th  m usic” in  w hich ja z z  and b lu e s  a r e  in c lu d e d . A r e ­
e x am in a tio n  o f  c u r r i c u la  and c o u rs e  c o n te n t  was recommended so 
t h a t  o u r p r e s e n t  system  m ight m eet th e  needs o f  and b e t t e r  
p re p a re  m u sic ian s  f o r  t h e  p r e s e n t  and f u t u r e .  S p e c i f i c  su g ­
g e s t io n s  o f  change w ere p re s e n te d  t o  th o s e  a t te n d in g  t h e  co n ­
v e n t io n .  Among th e  s u g g e s tio n s  p re s e n te d  were t h e  t e a c h in g  o f  
g u i t a r ,  t h e  r e s t r u c t u r i n g  o f  m usic t h e o r y ,  a b ro ad en in g  o f  
m usic h i s t o r y  and l i t e r a t u r e  c o u rs e s  t o  in c lu d e  e th n ic  and
^H arry  R o b e rt W ilso n , Music in  th e  High S choo l (New 
Y ork: S i l v e r  B u rd e tt  Company, 1 9 4 1 ), p p . 151 -152 .
o
J e r r y  C. C o k er, Im p ro v is in g  J a z z  (Englewood C l i f f s ,
N. J . :  P r e n t ic e - H a l l ,  I n c . ,  1 9 6 4 ), p .  v i i .
6A fro-A m erican  m u sic , m usic e n g in e e r in g ,  and th e  te a c h in g  o f  
im p ro v is a t io n ,  "a  te c h n iq u e  e x p ec te d  o f  n e a r ly  a l l  p e rfo rm e rs  
t o d a y . ’1'*'
M. E . H a l l ,  p a s t  p r e s id e n t  o f  t h e  N a tio n a l A s s o c ia t io n
o f  J a z z  E d u c a to rs , s t a te d  t h a t  a s  m usic e d u c a to rs
. . .  we f e e l  t h a t  th e  developm ent o f  im p ro v is a to ry  s k i l l s  
i s  im p o r ta n t .  Im p ro v is a tio n  was a p a r t  o f  th e  te c h n iq u e s  
and a b i l i t i e s  o f  many o f  o u r g r e a t  com posers, and t h i s  
a s p e c t  o f  m usic i s  n o t  commonly ta u g h t  in  t r a d i t i o n a l  
sc h o o ls  o f  m u sic . J a z z  im p ro v is a t io n  i s ,  o f  c o u rs e , 
s t y l i z e d ,  b u t we f e e l  t h a t  th e  b a s ic  p ro c e d u re s  and m ate ­
r i a l s  WDuld be a p p l ic a b le  t o  any  s t y l e . 2
From th e  p u b lis h e d  r e s u l t s  o f  th e  Tanglewood symposium 
o f  ’’Music in  A m erican S o c ie ty ,"  w hich was h e ld  from  J u ly  23 t o  
August' 2 ,  1967 , th e  members o f  th e  com m ittee on Music o f  Our 
Time o f f e r e d  some t im e ly  o b s e rv a t io n s  r e s u l t i n g  from  t h e i r  d i s ­
c u s s io n s .  T h is  com m ittee  s t a t e d  t h a t  m u s ic ’ s r a t e  o f  s u r v iv a l  
can be a t t r i b u t e d  t o  i t s  p o p u l a r i t y , . i t s  c ra f ts m a n s h ip , and i t s  
p ro m o tio n . Music e d u c a to rs  re c o g n iz e  th e  p re se n c e  o f  and th e  
need  f o r  a l l  ty p e s  o f  m u sic . W ith m usic moving in  new d i r e c ­
t i o n s ,  c r e a t i v i t y  c o n tin u e s  t o  be a p rim e c o n s id e r a t io n  in  th e  
fo rm u la tio n  o f  th e  t o t a l  m usic c u rr ic u lu m . An e d u c a tio n  in  
m usic t h a t  em phasizes c r e a t i v e  d ev e lo p m en t, p e rm e a tin g  th e
D avid B a s k e r v i l l e ,  "B lack  M usic , Pop and Rock V ersus 
Our O b s o le te  C u r r i c u la ,"  an a d d re s s  d e l iv e r e d  t o  th e  n a t i o n a l  
c o n v e n tio n  o f  th e  N a tio n a l  A s s o c ia t io n  o f  S ch o o ls  o f  M usic in  
New O r le a n s , L a . ,  November 2 5 , 1970.
^M. E. H a l l ,  "How We Hope to  F o s te r  J a z z , ” Music Edu­
c a to r s  J o u r n a l . LV (M arch, 1 9 6 9 ), 4 4 -4 5 .
7e n t i r e  m usic e d u c a tio n  f i e l d ,  c o u ld  make a s i g n i f i c a n t  c o n t r ib u -
T_
t i o n  t o  t h e  r e a l i z a t i o n  o f  th e  p o t e n t i a l s  o f  m u s ic ia n s h ip .
The m usic e d u c a to rs  a t  Tanglewood f u r t h e r  ag reed  t h a t  
"m usic o f  a l l  p e r io d s ,  s t y l e s ,  fo rm s, and c u l tu r e s  b e lo n g s in  
t h e  c u r r ic u lu m . The m u s ic a l r e p e r to r y  sh o u ld  be expanded t o  
in v o lv e  m usic o f  o u r tim e  in  i t s  r i c h  v a r i e t y ,  in c lu d in g  c u r ­
r e n t l y  p o p u la r  te e n - a g e  m usic and a v a n t g a rd e  m u sic , Am erican
o
f o lk  m u sic , and th e  m usic o f o th e r  c u l t u r e s . "  "A p o r t io n  o f  
t h e  d e c l a r a t i o n  r e s u l t i n g  from  t h i s  symposium was t h a t  e d u c a tio n  
m ust fo rm u la te  and i n s t i t u t e  m ajo r g o a ls  t h a t  p rom ulga te  th e  
a r t  o f  l i v i n g ,  th e  b u i ld in g  o f  p e rs o n a l  i d e n t i t y ,  and n u r tu r in g  
o f  c r e a t i v i t y . "
W ersen , in  h i s  c h a rg e  t o  m usic e d u c a to r s ,  s a id :
In  an e r a  o f  p r o t e s t ,  i r r i t a t i o n ,  and r a p id  ch an g e , when 
s tu d e n ts  t e l l  us t h a t  th e  m usic we te a c h  and th e  m ethods 
we u se  a r e  i r r e l e v a n t  and i n e f f e c t u a l ,  m usic e d u c a to rs  
canno t s im p ly  s i t  back w ith  eyes c lo s e d  and e a r s  tu n ed  
backw ard . C le a r ly ,  each  m usic t e a c h e r ’s r e s p o n s i b i l i t y  
i s  t o  become in c r e a s in g ly  aware o f  th e  a e s t h e t i c  needs 
o f  n o t o n ly  a l l  h i s  s tu d e n ts  b u t a ls o  th e  community in  
w hich he s e r v e s .4
J a z z  im p ro v is a t io n ,  in h e r e n t ly  c r e a t i v e ,  h as  been  re c o g ­
n iz e d  a s  a l e g i t im a te  perfo rm ance a r t  g a in in g  i n t e r n a t i o n a l
^"The Tanglewood Symposium: Music in  Am erican S o c ie ty ,"
Music E d u ca to rs  J o u r n a l . LIV (November, 1 9 6 7 ), 65 .
2 I b i d . . p . 51.
3I b i d .
4I b i d . .  p .. 80 .
acc ep tan c e  in  th e  m usic e d u c a tio n  c u r r ic u lu m .1 A lthough th e r e  
was a  c o n s id e ra b le  amount o f  r e s e a rc h  conducted  in  th e  name of 
c r e a t i v i t y  in  music e d u c a tio n , o n ly  l im i te d  em phasis was p laced  
on ja z z  im p ro v is a tio n . A f te r  a  c a r e f u l  and d i l i g e n t  se a rc h  o f  
a v a i la b le  l i t e r a t u r e ,  i t  was b e lie v e d  t h a t  a d i s s e r t a t i o n  de­
sig n ed  t o  p ro v id e  th e  in e x p e rie n c e d  ja z z  t ru m p e te r  w ith  an 
in tro d u c to r y  t e x t  fo r  im p ro v is in g  ja z z  cou ld  make a s ig n i f i c a n t  
c o n t r ib u t io n  t o  th e  f i e l d  o f  m usic e d u c a tio n .
S ta tem en t o f  th e  Problem
Music e d u c a to rs  have s a id  t h a t  ja z z  im p ro v isa tio n  i s  
one im p o rta n t e lem ent o f  ja z z  which can p ro v id e  th e  o p p o r tu n ity  
f o r  s e l f - e x p r e s s io n  and c r e a t i v i t y .  Upon in v e s t ig a t in g  l i t e r a ­
t u r e  p e r t in e n t  t o  th e  b a s ic  m a te r ia ls  and perform ance te c h n iq u e s  
in v o lv ed  in  ja z z  im p ro v is a t io n , i t  was found t h a t  a la rg e  m a jo r ity  
o f  th e  a v a i la b le  t e x t s  were b lu es  o r ie n te d  w ith  l im i te d  c o v e r­
age o f  m odal, p e n ta to n ic ,  and tw e lv e - to n e  m a tr ix  im p ro v isa to ry  
te c h n iq u e s .  A lso , i t  was d isc o v e re d  t h a t  r e s e a r c h  p r o je c ts  in  
t h i s  perfo rm ance a re a  were e i t h e r  h i s t o r i c a l l y  o r ie n te d  o r 
designed  fo r  th e  n o n -im p ro v is in g  music t e a c h e r .  The r e s u l t s  
o f  t h i s  s e a rc h  in f lu e n c e d  th e  d e c is io n  f o r  i n i t i a t i n g  a r e s e a rc h  
p r o je c t  d e a l in g  w ith  th e  te a c h in g  o f ,  and in t ro d u c t io n  t o ,  ja z z  
im p ro v is a t io n . In c lu d ed  in  t h i s  p r o je c t  was a c o n c e p tu a lly
*4}. L . K onow itz, " Ja z z  Im p ro v isa tio n  a t  th e  P ian o —A 
T extbook f o r  T eachers"  (u n p u b lish ed  d o c to ra l  d i s s e r t a t i o n ,
Columbia U n iv e r s i ty ,  New Y ork, 19 6 9 ), p p . 49 -50 .
9o r ie n te d  rev iew  o f  s e le c te d  ru d im en ts  o f  m usic. These rud im en ts 
were c o n s id e re d  e s s e n t i a l  t o  a m u s ic a l p e r fo rm e r 's  fundam ental 
w orking know ledge.
The m ajor q u e s t io n s  r e l a t e d  t o  t h i s  study  appeared  to
b e :
(1 )  Can an in tro d u c to ry  t e x t  d e a l in g  w ith  th e  te a c h in g  
o f  j a z z  im p ro v isa tio n  make a s ig n i f i c a n t  c o n tr ib u ­
t io n  t o  th e  f i e l d  o f  music e d u ca tio n ?
(2 )  What s p e c i f i c  perform ance a re a s  should be pursued  
to  a c h ie v e  t h i s  g o a l?
On th e  b a s i s  o f  th e  p re lim in a ry  sea rch  o f  th e  l i t e r a ­
t u r e ,  i t  appeared  t h a t  answ ers t o  th e  above q u e s tio n s  cou ld  be 
found by p ro v id in g  answ ers to  th e  fo llo w in g  s u b -q u e s tio n s :
(1 )  Would a c o n c e p tu a l rev iew  o f s e le c te d  i n t e r v a l ,  
c h o rd , and s c a le  c o n s tru c t io n s  be h e lp f u l  to  th e  
p e rfo rm er?
(2 ) Can th e  r e s u l t s  o f  t h i s  p r o je c t  p rov ide  th e  s e ­
q u e n t i a l  and d evelopm en ta l e x e rc is e s  n e c e ssa ry  
fo r  a  perform ance o f im prov ised  ja z z ?
(3 )  What s p e c i f i c  c o n te n t  should  be in c lu d ed  so t h a t  
th e  p e rfo rm er m ight be in tro d u c ed  t o  s e le c te d  in n o ­
v a t io n s  in  ja z z  im p ro v isa tio n ?
S ig n if ic a n c e  o f  th e  Problem
During th e  p a s t  two d e c a d e s , j a z z  music and im p ro v isa ­
t i o n  have ga ined  c o n t in u a l  momentum in  th e  music e d u ca tio n
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c u r r i c u l a  o f  t h e  U n ited  S t a t e s .  T h is  developm en t, i n  a d d i t io n  
t o  th e  l a c k  o f  r e s e a r c h  s tu d ie s  c o n ce rn in g  ja z z  im p ro v is a t io n  
i n s t r u c t i o n  f o r  th e  B - f l a t  soprano  t ru m p e t,  in d ic a te d  th e  need 
f o r  a  s e q u e n t i a l ly  s t r u c tu r e d  in tr o d u c to r y  t e x t  in  t h i s  a re a  
o f  m u s ic a l p e rfo rm an c e .
The f in d in g s  o f  t h i s  S tudy r e s u l te d  in  a sy s te m a tic  
re v ie w  o f s e le c te d  ru d im e n ts  o f  m usic and b a s ic  perfo rm ance 
p r i n c i p le s  o f  ja z z  im p ro v is a t io n  c o n s id e re d  t o  be r e q u i s i t e  t o  
t h e  s tu d y  o f j a z z  im p ro v is a t io n . The r e s u l t s  o b ta in e d  from  
t h i s  r e p o r t  sh o u ld  make a s i g n i f i c a n t  c o n t r ib u t io n  in  th e  a re a  
o f  j a z z  im p ro v is a t io n  and c o u ld  encourage  o th e r s  to  do f u r t h e r  
r e s e a r c h  on t h i s  t o p i c .  The m a te r ia ls  p re s e n te d  in  t h i s  r e p o r t  
sh o u ld  p ro v id e  f u r t h e r  i n s i g h t  in to  th e  b a s ic  perfo rm ance  t e c h ­
n iq u e s  o f  im p ro v is in g  ja z z  from  m ajor and m inor h a rm o n ie s , 
m odal h a rm o n ie s , p e n ta to n ic  h a rm o n ie s , and a s e le c te d  tw e lv e -  
to n e  m a tr ix .  R e se a rch  in  th e  a re a  o f  ja z z  im p ro v is a tio n  shou ld  
p ro d u ce  f in d in g s  r e s u l t i n g  in  th e  fo rm u la tio n  o f  s e q u e n t i a l ly  
s t r u c tu r e d  e x e r c i s e s  which can be h e lp f u l  t o  th e  B - f l a t  sop rano  
tru m p e t p e rfo rm e r o f  j a z z  im p ro v is a t io n .
The f a c t o r s  o f  t h i s  r e s e a r c h  p r o j e c t  w hich ap p ea red  to  
be s i g n i f i c a n t  w ere:
(1 )  a re v ie w  o f  s e le c te d  ru d im e n ts  o f  m usic
(2 ) a re v ie w  o f  j a z z  perfo rm ance s k i l l s  f o r  th e  B - f l a t  
so p ran o  tru m p e t
(3 ) a s e q u e n t i a l l y  s t r u c tu r e d  in t r o d u c t io n  to  b a s ic  
perfo rm ance  m a te r ia ls  n e c e s s a ry  f o r  im p ro v is in g
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j a z z  from  s e le c te d  m ajor and m inor h a rm o n ie s , 
m odal h a rm o n ie s , p e n ta to n ic  h a rm o n ie s , and  a 
tw e lv e - to n e  m a tr ix .
(4 )  th e  su g g e s te d  e x e r c i s e s  and p r o je c t s  p ro v id e d  
w ith in  th e  t e x t  d e v e lo p in g  th e  s h i l l s  w hich  can 
r e s u l t  i n  a pe rfo rm ance  o f  im p ro v ised  j a z z .
D e l im ita t io n s
The t i t l e ,  " Ja zz  Im p ro v is a t io n  f o r  th e  B -F la t  Soprano 
T rum pet: An I n t ro d u c to ry  T ex t f o r  T each in g  B asic  T h e o r e t i c a l
and P erfo rm ance P r i n c i p l e s , "  d e l im its  t h i s  p r o j e c t ,  a s  does t h e  
m a te r i a l  l i s t e d  in  th e  Method o f  P ro c e d u re . R e fe re n c e  t o  th e  
B - f l a t  c o rn e t  and f lu g e lh o rn  was ex c lu d ed  from t h i s  s tu d y  s in c e  
th o s e  in s tru m e n ts  were c o n s id e re d  to  be  members o f  t h e  tru m p e t 
fa m ily  and b ecau se  th e y  fu n c t io n  s i m i l a r ly  to  th e  t r u m p e t .
C h o rd -p ro d u c in g  In s tru m e n ts  h av e  been o m itte d  due t o  s p e c ia l  
p e rfo rm an ce  prob lem s w hich w ere c o n s id e re d  c h a r a c t e r i s t i c  o f  
th o s e  p a r t i c u l a r  in s t r u m e n ts .  T h e re fo re ,  chord  v o ic in g s  and 
cho rd  in v e r s io n s  have  n o t  been  in c lu d e d  in  t h i s  r e p o r t . T his 
in t r o d u c to r y  t e x t  was d e s ig n e d  f o r  th e  s tu d e n t  p e rfo rm e r  whose 
p a s t  m u s ic a l e x p e r ie n c e s  in c lu d e d  a w ork ing  know ledge o f  th e  
fo llo w in g  fu n d am en ta l a r e a s  o f  m usic th e o r y :  (1 )  sym bols o f
m u sic , in c lu d in g  c h ro m a tic s  ( s h a r p ,  f l a t ,  and n a t u r a l  s i g n s ) ,  
s t a f f  and le d g e r  l i n e s ,  b a r  l i n e s ,  r e p e a t  s ig n s ,  G and  F c l e f  
s i g n s ,  and p i t c h  names and p lacem en t on th e  s t a f f  and on le d g e r  
l i n e s  above and below  th e  s t a f f ;  (2 ) t h o s e  b a s ic  ru d im e n ts
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d e a l in g  with, t h e  i d e n t i f i c a t i o n ,  w r i t in g ,  and u n d e rs ta n d in g  o f 
m elod ic  and rh y th m ic  p e rfo rm an ce ; and (3 ) th o s e  m u s ica l te rm s 
t h a t  d e s c r ib e  tem po , s t y l e ,  and dynam ics. The m a te r ia l  t o  be 
in c lu d e d  i n  t h i s  t e x t  w i l l  be l i s t e d  in  t h e  o u t l i n e  p ro v id ed  
in  th e  Method o f  P ro c e d u re .
T h is  in t r o d u c to r y  t e x t  was d e s ig n ed  t o  a llo w  th e  s t u ­
d e n t p e rfo rm e r t o  p ro g re s s  a t  h i s  r a t e  o f  speed  and a c c o rd in g  
t o  h i s  own in d iv id u a l  c r e a t i v e  p o t e n t i a l  and i n i t i a t i v e .  P a r­
t i c u l a r  em phasis was p la c e d  on s e le c te d  te c h n iq u e s  w hich can 
be  u s e f u l  in  d e v e lo p in g  s k i l l s  in  p e n ta to n ic ,  m odal, and tw e lv e -  
to n e  m a tr ix  j a z z  im p ro v is a t io n s ,  in  a d d i t io n  to  v a r io u s  o th e r  
s c a le s  and h a rm o n ie s .
T h is  s tu d y  was n o t in te n d e d  t o  be an  h i s t o r i c a l  resum ! 
o r  d isc o g ra p h y  o f  j a z z ;  how ever, b r i e f  m u s ic a l exam ples were 
p re s e n te d  w hich s p e c i f i c a l l y  r e l a t e  t o  th e  c u r r e n t  t r e n d s  and 
perfo rm an ce  s t y l e s  o f  ja z z  im p ro v is a t io n . The im p ro v is a tio n  
exam ples in c lu d e d  in  t h i s  t e x t  were w r i t t e n  by th e  a u th o r  t o  
s e rv e  a s  e m u la tiv e  models f o r  b u i ld in g  a r e p e r t o i r e  o f  harm onic 
and m elod ic  c o n c e p ts  which sh o u ld  p ro v id e  t h e  s tim u lu s  needed 
f o r  th e  m u s ic a l m a tu ra tio n  and c r e a t iv e  developm ent o f  th e  
p e r fo rm e r .
D e f in i t io n  o f  Terms
The fo llo w in g  d e f i n i t i o n s  were p re s e n te d  becau se  o f  
t h e i r  f r e q u e n t  u sag e  and g e n e r a l  im portance  w ith in  th e  co n ­
t e n t  o f  th e  m ajo r p o r t io n s  o f  t h i s  p r o j e c t .
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B - f l a t  soprano t ru m p e t . T h is te rm  a llu d e s  t o  th e  modern 
o r c h e s t r a l  tru m p e t which i s  d e sc r ib e d  by th e  fo llo w in g  o b se rv ­
a b le  c h a r a c t e r i s t i c s :  (1) member o f th e  b ra s s  in s tru m e n t
fa m ily , (2 ) a w ind-blown in s tru m e n t u t i l i z i n g  a cup-shaped 
m ou thp iece , (3 ) c o n s tru c te d  in  th e  form  o f  a narrow  tu b e  which 
i s  c y l in d r i c a l  f o r  ap p ro x im ate ly  th r e e - q u a r t e r s  o f i t s  le n g th ,
(4 ) p itc h e d  in  B - f l a t  th ro u g h o u t i t s  ra n g e , t r a n s p o s in g  an i n ­
t e r v a l  o f  a m ajor 2nd above a g iv en  c o n c e r t  p i t c h ,  and (5 ) h a v ­
in g  th r e e  v a lv e s ,  p is to n  o r  r o t a r y ,  which ta k e n  s in g ly  o r  in  
co m b in a tio n , low er th e  n a tu r a l  p i tc h  o f  t h i s  in s tru m e n t by one 
to  s ix  se m ito n e s . " B - f la t  soprano tru m p e t” was used  i n t e r ­
changeab ly  w ith  th e  te rm  " tru m p e t."
J a z z  im p ro v is a t io n . In  t h i s  re s e a rc h  p r o j e c t ,  ja z z  
im p ro v isa tio n  r e f e r r e d  s p e c i f i c a l l y  t o  th e  a c t  o f perfo rm ing  
m elodic  p h ra se s  which can be c o n sid e re d  a spontaneous m u sica l 
re sp o n se  by a p e rfo rm e r, keep ing  in  mind t h a t  th e  im p ro v ise r 
w i l l  u t i l i z e ,  e i t h e r  c o n sc io u s ly  o r  su b c o n sc io u s ly , th e  c o g n i­
t i v e  and a f f e c t iv e  e x p e rie n c e s  from h i s  m u sica l p a s t  and p r e s e n t .  
T h is te rm  was used  a l t e r n a t e l y  w ith  " im p ro v is a t io n ,"  "extem ­
p o r i z a t i o n ,"  and " a d - l i b . "
J a z z . J a z z  i s  a g en re  o f  m usic in d ig en o u s t o  A m erica, 
com bining d i s t i n c t i v e  c h a r a c t e r i s t i c s  o f  t h e  fundam ental e l e ­
m ents o f  music w ith in  a perform ance d esig n  t h a t  i s  u s u a l ly  im­
p r o v is a to ry  . 1
1
B. L . K onow itz , " J a z z ,"  Music B t o  Z . ed . J a c k  S acher 
(New York: G ro sse t & D unlap, I n c . ,  1 9 63 ), p . 119.
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S o u th e rn  d e s c r ib e d  ja z z  a s  p r im a r i ly  an a u r a l  ty p e  o f  
m usic le a rn e d  th ro u g h  o r a l  t r a d i t i o n .  In s tru m e n ts  were used  
t o  r e p la c e  th e  v o ic e ,  w ith  "b lu e  n o te s ” and o th e r  t o n a l  a l t e r a ­
t i o n s  employed o v e r a t r a d i t i o n a l  harm onic fram ew ork. The 
em phasis o f  t h i s  m u s ic a l s t y l e  was p lac ed  on in d iv id u a l is m , 
a n t ip h o n a l  p ro c e d u re s ,  and im p ro v isa to ry  t e c h n iq u e s .1
In  t h i s  d i s s e r t a t i o n ,  ja z z  was d e s c r ib e d  a s  a  m u s ic a l 
s t y l e  p o s s e s s in g  a s t y l i s t i c  r e l a t i o n s h i p  t o  th e  fo llo w in g  
g e n e r a l  c h a r a c t e r i s t i c s  o f  harm ony, m elody, and rhy thm :
(1 )  Harmony -  ( a )  t e r t i a n ;  (b )  u s u a l ly  f u n c t io n a l  b u t 
som etim es n o n - f u n c t io n a l ;  ( c )  m ix tu re  o f  ch ro m atic  
and d i a t o n i c ;  (d )  p ro fu s io n  o f  ch o rd  su p e r im p o s i­
t i o n s  such a s  s e v e n th s ,  n i n th s ,  e le v e n th s ,  and 
t h i r t e e n t h s .
(2 )  Melody -  ( a )  u n p re d ic ta b le  c o n to u r  and d i r e c t i o n  
o f  im p ro v is a t io n ;  (b )  m ix tu re  o f  d i s ju n c t  and 
c o n ju n c t  l i n e s ;  ( c )  more em phasis on m o tiv ic  
b r e v i ty  th a n  on th e m a tic  e x te n s io n .
(3 )  Rhythm -  ( a )  sy n c o p a tio n  ( d e l i b e r a t e  d is tu rb a n c e  
o f  th e  p r e s c r ib e d  p u lse  o f  m e te r , a c c e n t , and 
rh y th m ) , o r  rh y th m ic  m u ta tio n  ( a n t i c i p a t i o n  by o n e - 
t h i r d  o f  a b e a t  o r  by o n e -h a l f  o f  a  b e a t ) .
B lu e s . T h is  e x p re s s io n  was used  in  t h i s  d i s s e r t a t i o n  
t o  c o n n o te  a s t y l e  o f  j a z z ,  in t im a te ly  r e l a t e d  t o  in s t ru m e n ta l
^ E ile e n  S o u th e rn , The Music o f  B lack  A m ericans: A
H is to ry  (New Y ork: W. W. N orton  & C o .,  I n c . ,  1 9 7 1 ), p . 376.
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p e rfo rm an ce , f e a tu r in g  m elodic im p ro v is a tio n . The harm onic 
framework chosen  to  c h a r a c te r iz e  t h i s  p a r t i c u l a r  s t y l e  was a 
r e p e t i t i o u s  p a t t e r n  encom passing tw e lv e  m easures o f  m usic . T h is  
p a t t e r n  b a s i c a l l y  employed th r e e  c h o rd s : t o n i c ,  subdom inant,
and dom inant. In  th e  co u rse  o f  ja z z  e v o lu t io n ,  s e v e n th s , 
n i n t h s , e le v e n th s , and t h i r t e e n t h s  may o r  may n o t have been 
added t o  th e  b a s ic  b lu e s  harm o n ies .
I n s t r u c t o r . T h is  te rm  was used a l t e r n a t e l y  w ith  th e  
te rm s " ja z z  i n s t r u c t o r , "  " ja z z  e d u c a to r ,"  and " te a c h e r ."  I t  
se rv ed  to  d e s c r ib e  one who was d i r e c t l y  in v o lv ed  w ith  d i f f e r e n t  
ty p e s  o f  le a d e r s h ip  and te a c h in g  r o le s  w ith in  a program  of 
m usic i n s t r u c t i o n .
P e rfo rm e r . T h is  te rm  c l a s s i f i e d  a l l  p a r t i c i p a t i n g  music 
s tu d e n ts  in v o lv ed  in  le a rn in g  and b e in g  in tro d u c e d  to  th e  con­
t e n t  in c lu d e d  in  t h i s  in tro d u c to ry  t e x t  fo r  te a c h in g  ja z z  im­
p r o v is a t io n .  S u b s t i tu te  te rm s used  were " s tu d e n t ,"  " s tu d e n t 
p e rfo rm e r ,"  " ja z z  p e rfo rm e r ,"  " s tu d e n t  m u s ic ia n ,"  " im p ro v is e r ,"  
■ " tru m p e te r,"  " ja z z  t r u m p e te r ,"  and " ja z z  im p ro v is e r ."
Ja z z  ensem b le . T h is  d e s c r ip t iv e  t i t l e  r e f e r r e d  to  a 
m u sica l ensem ble t h a t  perform s ja z z  m usic. T h is te rm  was used  
in te rc h a n g e a b ly  w ith  " s ta g e  band" and " ja z z  band" and d id  n o t 
l im i t  t h i s  perform ance group to  any s ta n d a rd iz e d  in s tru m e n ta ­
t i o n .
Sw ing. T h is te rm  d e sc r ib e d  a s ty l e  o f  p e rfo rm ing  ja z z  
m usic in  which th e  m elody, h a rm o n ies , and rhythm s o f  a com posi­
t i o n  a re  alw ays p re s e n t  bu t a re  sometimes l e s s  o b v io u sly
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submerged in  in d iv id u a l  i n t e r p r e t a t i o n s  o f  a them e o r  chord  
p r o g re s s io n .  These i n t e r p r e t a t i o n s  in c lu d e d  improm ptu v a r i a ­
t io n s - ,  in v e n te d  p h ra s e s ,  and c o n tr a p u n ta l  im p ro v is a t io n s  w hich 
were rh y th m ic a l ly  sy n c h ro n iz e d . The more obv ious a u d ib le  
a s p e c ts  were s t y l i s t i c  a r t i c u l a t i o n s ,  rh y th m ic  c o h e s io n , and 
s t a b i l i t y  o f  th e  tem po.
S t y l e . " S ty le ’* i s  d e f in e d  in  W eb ste r’ s D ic tio n a ry  as 
"mode o f  e x p re s s in g  th o u g h t . . " d i s t i n c t i v e  o r  c h a ra c ­
t e r i s t i c  mode o f  p r e s e n t a t i o n ,  c o n s t r u c t io n ,  o r  e x e c u tio n  in  
any a r t  . . . " ;  "manner o r  mode o f  s in g in g  and p la y in g  . . . ."  
" S ty le "  i s  d e s c r ib e d  in  th e  H arvard  D ic tio n a ry  o f  Music a s  "a 
mode o f  m u s ic a l e x p re s s io n  o r  perfo rm ance  . . ."■*■ and s e rv e s  
t o  c a te g o r iz e  th e  d i f f e r e n t  ty p e s  o f  ja z z  p e rfo rm an ce .
T w elve-tone  m a t r ix . In  t h i s  s tu d y , th e  te rm  " tw e lv e - 
to n e  m a tr ix ” was u sed  to  d e s c r ib e  a d iagram  o f  a l l  p o s s ib le  
v a r i a t i o n s  o f  a tw e lv e - to n e  row . T h e re fo re , i t  would r e v e a l  
t h e  o r i g i n a l  (p rim e s e r i e s  o r  P ) ,  r e t r o g r a d e  ( o r i g in a l  s e r i e s  
in  r e v e r s e  o rd e r  o r  R ) , o r i g i n a l  in v e r s io n  ( re v e r s e d  d i r e c t i o n  
o f  th e  i n t e r v a l s  in  o r i g i n a l  s e r i e s  o r  I ) ,  r e t r o g r a d e  in v e r s io n  
( th e  com bining  o f  r e t r o g r a d e  and o r i g i n a l  in v e r s io n  o r  M ) , and 
a l l  o f  i t s  p o s s ib le  t r a n s p o s i t i o n s .
^ W il l i  f lp e l ,  H arvard  D ic tio n a ry  o f  Music (2nd e d . ;  
C am bridge, M ass.: H arvard  U n iv e r s i ty  P r e s s ,  1 9 6 9 ), p p . 811-812 .
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Method o f  P rocedure
The p r e p a ra t io n  fo r  t h i s  d i s s e r t a t i o n  h a s  r e s u l t e d  in  
th e  fo rm u la tio n  o f  s p e c i f i c  a re a s  o f rev ie w  and i n s t r u c t i o n  
chosen  f o r  in t ro d u c in g  s e le c te d  t h e o r e t i c a l  and perfo rm ance  
p r in c ip le s  o f  j a z z  im p ro v is a t io n . The fo llo w in g  o u t l i n e  was 
d e s ig n ed  t o  r e p r e s e n t  a c o m p ila tio n  o f  t h e s e  s p e c i f i c  a re a s  
and was o rg a n iz e d  a s  a s e t  o f  t e x t u a l  g u id e l in e s  f o r  p r e s e n t in g  
b a s ic  t h e o r e t i c a l  c o n c e p ts ,  perfo rm ance m odels, and s e l f -  
d is c o v e ry  p r o j e c t s . These i n s t r u c t i o n a l  c o n c e p ts  and m a te r ia l s  
w ere d e s ig n ed  to  p ro v id e  th e  p e rfo rm e r w ith  th e  fu n d am en ta l 
know ledge and s k i l l s  deemed germ ane to  a p e rfo rm an ce  o f  im pro ­
v is e d  j a z z .
T hree  p r i n c i p a l  c a te g o r ie s  o f  i n s t r u c t i o n a l  c o n c e n tr a ­
t i o n  w ere drawn from  t h e  o u t l i n e  g iv e n  below .
F i r s t ,  a rev iew  o f  s e le c te d  m usic fu n d am en ta ls  was p r e ­
se n te d  f o r  th e  pu rp o se  o f  r e in f o r c in g  b a s ic  s k i l l s  r e l a t e d  t o  
t h e  s tu d y  o f  i n t e r v a l s ,  cho rd  s t r u c t u r e s ,  s c a le  t y p e s ,  and 
b lu e s  fu n d a m e n ta ls .
S econd , th e  in t r o d u c t io n  o f  ja z z  im p ro v is a t io n  t e c h ­
n iq u es  r e l a t e d  t o  m odal and p e n ta to n ic  c o n c e p ts  and t o  th e  
tw e lv e - to n e  m a tr ix  were fo rm u la te d .
T h ir d ,  o r i g i n a l  m odels o f  ja z z  im p ro v is a t io n  w ere p ro ­
v id ed  so  t h a t  th e  p e rfo rm e r was a f fo rd e d  a p a r t i c u l a r  view  o f  
a s t y l i s t i c  p e r s p e c t iv e  e n a b lin g  him t o  d is c o v e r  f o r  h im s e lf  
t h e  v a r i e t i e s  o f  m u s ic a l e x p e r ie n c e  a v a i la b l e  th ro u g h  th e  s tu d y  
o f  ja z z  im p ro v is a t io n .
O u tlin e
R eview  o f  S e le c te d  L i t e r a t u r e
A. I n t e r v a l  S tudy
1 .  G en era l C oncepts
2 .  Q u a l i ty  D e te rm in an ts
3 . E v a lu a t iv e  E x e rc is e s
B. Chord S tudy
1 . G en era l C oncepts
2 .  E x te n s io n s  o f  S t r u c tu r e
3 . E v a lu a t iv e  E x e rc is e s
C. S c a le  Types
1 . G en era l C oncepts
2 .  T onal Models and C o n s tru c tio n  C oncepts
a . M ajor and Minor Forms
b . D im in ished  and W hole-Tone Forms
c .  C hrom atic  Form
3 . Modal Models and C o n s tru c t io n  C oncepts
a .  Io n ia n
b . D orian
c . L ydian
d . P h ry g ian
e .  M ixo lyd ian
f . A eo lian
g . L o c r ia n
4 . P e n ta to n ic  Models and C o n s tru c tio n  C oncep ts
a . C o n s tru c tio n  P r in c ip le s
b . V ario u s  Types
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5 . E v a lu a t iv e  E x e rc is e s
D. B lu es Fundam entals
1 .  "B lu e” S ca le -T o n es
2 .  T w elve-M easure Harmonic P ro g re s s io n s
3 . P ro g re s s io n  S u b s t i t u t e s
4 . S u g g ested  Models
5 . E v a lu a t iv e  E x e rc is e s
I I .  S p e c i f i c  Fundam entals and T echn iques
A. P e n ta to n ic  C oncepts
1 .  T onal R e la t io n s h ip s  to .  B lues Harmonies
2 .  S u g g e s te d  Models
3 .  E v a lu a t iv e  E x e rc is e s
B . Modal C oncepts
1 .  T ra n s p o s i t io n  P ro c ed u re s
2 .  T hem atic  C oncepts and Harm onies 
. 3 .  S u g g ested  Models
4 .  E v a lu a t iv e  E x e rc is e s
C. T w elv e -to n e  C oncepts
1 .  Row C o n s tru c tio n  P r in c ip l e s
2 .  Tw elve-Tone M a tr ix
3 .  S u g g ested  Models
4 . E v a lu a t iv e  E x e rc is e s
I I I .  Summary, C o n c lu s io n s , and Recommendations
A. Summary
B . C o n c lu s io n s
C . Recommendat ions
IV . B ib lio g ra p h y
CHAPTER I I
A REVIEW OF SELECTED LITERATURE
The in c re a s in g  i n t e r e s t  in  ja z z  shown by m usic edu­
c a to r s  su g g e s ts  t h a t  ja z z  shou ld  no lo n g e r  he th e  p r iv a t e  m usi­
c a l  domain o f  i t s  in n o v a to rs  o r  o f  th o s e  who n u rtu re d  i t  d u rin g  
i t s  y e a rs  o f  grow th and developm ent. R a th e r ,  an e v e r - in c re a s in g , 
number o f  su p p o r te rs  and fo llo w e rs  p ro c la im  i t s  re le v a n c e  and 
im portance  as an a r t i s t i c  perform ance id iom  in  m usic . O b ser­
vance o f  th e  m usic e d u c a tio n  c u rr ic u lu m  d u rin g  th e  l a s t  q u a r te r  
o f  t h i s  c e n tu ry  in d ic a te s  t h a t  ja z z  has g a in ed  e d u c a tio n a l  a c ­
cep tan c e  a s  a means f o r  p ro v id in g  and f o s te r in g  c r e a t iv e  a c t i v i ­
t i e s  in  m usic p e rfo rm an c e .
T h is  c h a p te r  was devo ted  to  exam ining  l i t e r a t u r e  de­
s ig n e d  fo r  th e  i n s t r u c t i o n  o f  ja z z  im p ro v isa tio n . The m a te r ia ls  
f o r  in v e s t ig a t io n  were chosen  because o f  t h e i r  p a r t i c u l a r  r e l a ­
t io n s h ip  t o  ja z z  Im p ro v isa tio n  te c h n iq u e s  f o r  th e  B - f l a t  soprano 
t ru m p e t . A d d it io n a l  c o n s id e ra t io n  fo r  t h e  s e le c t io n  o f  t h i s  
l i t e r a t u r e  r e s u l te d  from  th e  v a rio u s  i n s t r u c t i o n a l  approaches 
a '"p te d  f o r  p re s e n tin g  m usic fu n d am en ta ls , t e c h n ic a l  e tu d e s ,  
m elod ic  and harm onic s t r u c t u r e s ,  and s e l f -d is c o v e ry  p r o j e c t s .
A s tu d y  o f  th e  l i t e r a t u r e  d e a l in g  w ith  th e  t h e o r e t i c a l  
and perfo rm ance p r in c ip le s  a s c r ib e d  t o  th e  te a c h in g  o f  ja z z  
im p ro v isa tio n  in d ic a te d  t h a t :
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(1 )  T here  a p p ea red  to  be a  s h o r ta g e  o f  m a te r ia ls  
d e s ig n ed  s p e c i f i c a l l y  f o r  th e  j a z z  t r u m p e te r .
(2 )  The l a c k  o f  t h e o r e t i c a l  t r e a t i s e s  on ja z z  im pro ­
v i s a t i o n  r e p re s e n te d  a s p a r s i t y  o f  in fo rm a tio n  
d e s ig n ed  t o  e x p lo re  t h i s  p a r t i c u l a r  a r e a .
(3 ) T ex ts  fo rm u la te d  t o  p ro v id e  th e  j a z z  t ru m p e te r  
w ith  a s e q u e n t i a l  and d e v e lo p m en ta l in t r o d u c t io n  
to  s p e c i f i e d  fo u n d a tio n s  o f  modal and p e n ta to n ic  
ja z z  im p ro v is a t io n  ap p ea red  l im i te d .
(4 )  The m a jo r i ty  o f  a v a i la b l e  t e x t s  c o n ta in e d  m u s ic a l 
com ponents which em phasize  ja z z  im p ro v is a t io n  a s  
i t  r e l a t e s  t o  v a r io u s  h i s t o r i c a l  ’’b lu e s "  s t y l e s .
(5 )  T here ap p ea red  t o  be no t e x t s  fo rm u la te d  fo r  t e a c h ­
in g  ja z z  im p ro v is a t io n  on a tw e lv e - to n e  m a tr ix .
The c e n t r a l  focus o f  th e  su rv e y  o f  l i t e r a t u r e  was 
d i r e c te d  t o  s e le c te d  t e x t s  whose p rim ary  d e s ig n  and pu rp o se  were 
made m a n ife s t  by a  system  o f  i n s t r u c t i o n a l  com ponents t h a t  
co u ld  be used  in  te a c h in g  ja z z  im p ro v is a t io n  on t h e  B - f l a t  
soprano  t ru m p e t . A p e ru s a l  was made o f  a d d i t i o n a l  so u rc e s  t h a t  
seemed p e r t i n e n t  t o  c u r r e n t  i n s t r u c t i o n a l  p r i n c i p l e s  and t e c h ­
n iq u es  o f  ja z z  im p ro v is a t io n .
The m ajor p o r t io n  o f  th e  l i t e r a t u r e  d e a l in g  w ith  ja z z  
was c o n c e n tra te d  in  t h e  a re a  o f  h i s t o r i c a l  r e p o r t i n g ,  w h ile  a 
l im i te d  amount o f  p u b lis h e d  m a te r ia l s  em phasized " b lu e s "  h a r ­
m onies and ensem ble te c h n iq u e s .  O nly in  r e c e n t  y e a rs  h a s  t h e r e  
been o b se rv a b le  e v id e n c e  o f  i n t e r e s t  i n  th e  im p ro v is a t io n a l
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a s p e c ts  o f  ja z z  perfo rm ance from an e d u c a tio n a l  and i n s t r u c ­
t i o n a l  s ta n d p o in t .
Music C o l le c t io n s  
P r io r  t o  th e  l a t e  1950s th e  m a jo r i ty  o f  t e x t s  concerned 
w ith  th e  i n s t r u c t i o n  o f  ja z z  im p ro v isa tio n  was r e l a t e d  t o  th e  
p ia n o . The p re v a le n t  a t t e n t i o n  g iv e n  t o  ja z z  im p ro v isa tio n  on 
th e  p ian o  undoub ted ly  was because  o f  i t s  p o t e n t i a l  a s  a s o lo ­
i s t i c  in s tru m e n t cap ab le  o f  p ro d u cin g  d i f f e r e n t  s t y l i s t i c  and 
perform ance t e c h n iq u e s .
B e rt Konowitz c i t e d  numerous exam ples o f  works p u b lish e d  
p r i o r  t o  1959 which were w r i t te n  fo r  th e  te a c h in g  o f  ja z z  im­
p r o v is a t io n  a t  th e  p ia n o . H is r e p o r t  in c lu d ed  a documented
l i s t  o f  p u b l ic a t io n s ,  th e  c o n te n ts  o f  which em phasized v a rio u s
1
ja z z -p ia n o  s ty l e s  o f  th e  1920s, 1 930s, and 1940s.
number o f  c o l l e c t io n s  were p u b lish ed  f o r  t h e  ja z z  
s tu d e n t  whose p rim ary  i n t e r e s t  was t o  im i ta te  th e  so lo  s ty le s  
o f  n o ted  ja z z  t ru m p e te r s .  In c lu d ed  in  th e s e  c o l l e c t io n s  were 
n o ta te d  r e p l i c a s  o f  re c o rd e d  so lo s  which p ro v id ed  s t y l i s t i c  
m odels o f  im p ro v isa tio n  w ith  em phasis d i r e c te d  tow ard  b lu e s -  
o r ie n te d  c o m p o s itio n s . The s o lo s  c o n ta in e d  in  th e s e  c o l l e c -
2
t i o n s  d isp la y e d  th e  m u sica l m odels o f  Bunny B erigan  (1908-1942),
“hconow itz , " Ja zz  Im p ro v is a tio n  a t  th e  P ia n o ,"  pp . 1 2 -1 3 .
2
Bunny B e rig a n , F i f t y  Swing P h ra se s  (New Y ork: Robbins
Music C o rp ., 19 3 9 ).
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Roy E ld r id g e  (1 9 1 1 - ) , 1 H arry  James (1 9 1 6 -1 9 7 3 ),2 Chet Baker
(1 929 - ) , 3 and D izzy G i l l e s p i e  (1 917 - ) . 4 I t  appeared
t h a t  th e s e  n o ta te d  exam ples were n o t d es ig n ed  f o r  u se  in  a p r o ­
gram  o f  s e q u e n t i a l  and d ev e lo p m en ta l i n s t r u c t i o n  s in c e  an a d ­
vanced  l e v e l  o f  ja z z  im p ro v is a to ry  e x p e r ie n c e  was in d ic a te d  in  
t h i s  p u b l i c a t i o n .
H i s t o r i c a l  Survey
T h ere  seems t o  be  an a p p re c ia b le  number o f  p u b l ic a t io n s  
d ev o ted  to  t h e  h i s t o r i c a l  su rv e y  o f  A m erican j a z z .  An in c re a s e d  
i n t e r e s t  i n  t h e  h i s t o r i c a l  su rv ey  o f  American ja z z  was d is c e rn e d  
from  an e x am in a tio n  o f  t h e  t e x t s ,  a r t i c l e s ,  and o th e r  r e f e r e n c e  
m a te r ia l s  t h a t  p e r ta in e d  t o  j a z z  h i s t o r y .  The g e n e r a l  c o n te n ts  
o f  th e s e  w r i t in g s  r e p r e s e n te d  an a tte m p t t o  r e p o r t  p r a c t i c a l  
and p e r t i n e n t  in fo rm a tio n  re g a rd in g  ja z z  c h ro n o lo g y , p e rs o n a g e s , 
and in d iv id u a l  perfo rm ance s t y l e s .
Numerous exam ples o f  n o ta te d  im p ro v is a t io n s  and f a c ­
s im i le s  w ere found  in  h i s t o r i c a l  p u b l ic a t io n s  such a s  H o d ie r fs
^Roy E ld r id g e ,  Roy E ld r id c re ^  N ew -Stvle Trum pet F o lio  
(New York: S h a p iro ,  B e rn s te in  and C o .,  I n c . ,  1 9 4 3 ).
9
H a rry  Ja m e s , S tu d ie s  and Im p ro v is a tio n s  f o r  Trumpet 
(New York: R obbins Music C o rp . ,  1 9 3 9 ).
3C het Baker and R uss Freem an, The Trumpet A r t i s t r y  o f  
C het Baker (H ollyw ood, C a l i f . :  L in e a r  P u b l i c a t io n s ,  1 9 5 4 ).
4
F ran k  P a p a r e l l i , e d . ,  The D izzy  G i l l e s p ie  Trumpet 
S ty le  (New Y ork: Leeds M usic C o rp .,  1 9 4 6 ).
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1  2 J a z z :  I t s  E v o lu tio n  and E sse n c e , F e a th e r 's  The Book o f  J a z z *
and S c h u l l e r 's  E a r ly  J a z z :  I t s  R oots and M usica l D evelopm ent.^
From th e s e  t e x t s ,  a s  w e ll  a s  from  th o s e  whose m a te r ia ls  
w ere s i m i l a r ly  fa s h io n e d , im p ro v isa to ry  exam ples w ere p ro v id ed  
f o r  th e  r e a d e r  t o  g a in  a v i s u a l  p e r s p e c t iv e  o f  th e  a s s o r te d  
ja z z  s t y l e s  o f  th e  p a s t . A nother ja z z  h i s t o r y  t e x t  t h a t  was 
d e s ig n ed  f o r  c la ss ro o m  u se  on th e  seco n d ary  and h ig h e r  e d u ca ­
t i o n  l e v e l s  was a u th o re d  by T anner and Gerow. T h is  work p r e ­
s e n te d  ja z z  h i s t o r y  in  p e r s p e c t iv e  t o  t h e  s t y l i s t i c  g e n e ra t io n s  
t h a t  in s p i r e d  i t s  ev o lv em en t. A c o n c e n tra te d  em phasis was 
d i r e c te d  t o  th e  s t y l i s t i c  n a tu re  and p ro c e s s e s  w hich c h a ra c ­
t e r i z e d  th e  d i f f e r e n t  " e r a s "  o f  ja z z  developm ent i n  t h e  U n ited  
S t a t e s .  B io g ra p h ic a l  sk e tc h e s  o f  in n o v a tiv e  p e rfo rm e rs  were 
in c lu d e d  in  an  e f f o r t  t o  r e p o r t  t h e  p r o f e s s io n a l  and e n v iro n ­
m en ta l c irc u m s ta n c e s  w hich a f f e c te d  th e  e v o lu t io n  o f  j a z z
4
im p ro v is a to ry  s t y l e s .
The a v a i l a b i l i t y  o f  th e s e  e d i t i o n s  seemed s i g n i f i c a n t  
f o r  p ro v id in g  p a r t i c u l a r  m a te r ia ls  needed f o r  r e s e a r c h in g  th e
■^Andre H o d ie r, J a z z :  I t s  E v o lu t io n  and E s s e n c e , t r a n s .
by David Noakes (New Y ork: Grove P r e s s ,  I n c . ,  1 9 5 6 ) .
o
L eonard  F e a th e r ,  The Book o f  J a z z  (New Y ork: H orizon
P r e s s ,  1 9 6 5 ).
■^Gunther S c h u l l e r ,  E a r ly  J a z z :  I t s  R oo ts and M usical
Developm ent (New Y ork: O xford U n iv e r s i ty  P r e s s ,  1 9 6 9 ).
^ P a u l T anner and M aurice Gerow, A S tudy  o f  J a z z  
(2nd e d . ;  Dubuque, Iow a:. Wm. C. Brown Co. P u b l i s h e r s ,  1973).
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l i v e s  and m usic o f  n o ted  m u sic ian s  whose modes of c r e a t iv e  
perfo rm ance pervaded  th e  h i s t o r y  o f  j a z z  in  A m erica.
R e se a rc h : A Survey o f  L i t e r a t u r e
i n  th e  F ie ld
The p r o l i f e r a t i o n  o f j a z z  a c t i v i t i e s  i n  American educa­
t i o n  in  r e c e n t  y e a r s  h a s  se rv ed  t o  d ra m a tiz e  th e  s u rg in g  i n ­
t e r e s t  i n  t h i s  pe rfo rm ance  id io m . D em o n stra tiv e  e v id e n c e  o f  
th e s e  a c t i v i t i e s  h a s  been m a n ife s te d  by l i v e  p e rfo rm a n c e s , 
l e c t u r e s ,  w orkshops, and sem in ars  sponso red  by an e v e r - in c r e a s in g  
number o f  e d u c a t io n a l  i n s t i t u t i o n s .  One needs on ly  t o  re a d  
c u r r e n t  m usic p e r i o d i c a l s  o r  su b s c r ib e  t o  any number o f  pub­
l i s h e r s ’ l i s t s  to  become aware o f  th e s e  a c t i v i t i e s  s ig n i f y in g  
th e  g e n e r a l  a c c e p ta n c e  o f  th e  s tu d y  o f  j a z z .
T anner i n s t i t u t e d  a r e s e a r c h  p r o j e c t  f o r  th e  p u rp o se  
o f  s tu d y in g  ja z z  c u r r i c u l a  in  s e le c te d  c o l l e g e s ,  u n i v e r s i t i e s ,  
and m usic c o n s e r v a t o r i e s . F a c u lty  members r e p r e s e n t in g  more 
th a n  one hundred  A m erican c o l l e g e s ,  u n i v e r s i t i e s ,  and m usic 
c o n s e r v a to r ie s  were c o n s u lte d  d u r in g  p e rs o n a l  in te rv ie w s  r e ­
g a rd in g  j a z z  i n s t r u c t i o n a l  p r a c t i c e s  t h a t  were s p e c i f i c a l l y  
r e l a t e d  t o  ja z z  s c o r in g  and im p ro v is a t io n  c l a s s e s F r o m  
th e  d a ta  o b ta in ed  in  t h i s  s tu d y , i t  was re p o r te d  t h a t  j a z z  
im p ro v is a t io n  and s c o r in g  were ta u g h t  in  ap p ro x im a te ly  15 
p e rc e n t  o f  th e  i n s t i t u t i o n s  u n d e r i n v e s t i g a t i o n ,  w ith  a  con­
s t a n t l y  grow ing num ber o f  sc h o o ls  add ing  th e s e  c o u rs e s  t o  t h e i r
^ a u l  T a n n e r , ’’J a z z  Goes t o  C o l le g e ,"  Music E d u c a to rs  
J o u r n a l . LVII ( A p r i l ,  1 9 7 1 ), 88 .
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c u r r i c u la .  M o re 'th an  50 p e rc e n t o f  th e  sc h o o ls  under exam ina­
t i o n  re q u ir e d  m usic th e o ry  and keyboard  s tu d y  as p r e r e q u i s i t e s  
t o  e n r o l l in g  in  ja z z  im p ro v isa tio n  c la s s e s .  I n s t r u c to r s  co n ­
s u l te d  d u r in g  t h i s  su rv ey  f r e q u e n t ly  recommended c e r ta in  t e x t ­
books f o r  te a c h in g  ja z z  im p ro v isa tio n  in  th e  c la ss ro o m . Of
th e  t e x t s  su g g ested  f o r  i n s t r u c t i o n a l  u se , t h e r e  was a p re fe re n c e
1  2  ex p ressed  f o r  th o s e  t e x t s  au th o red  by Coker and Mehegan.
W hile a m a jo r i ty  o f  i n s t r u c t o r s  used t e x t s  fo r  te a c h in g  ja z z
im p ro v is a t io n , t h e r e  appeared  t o  be a c o n s id e ra b le  number o f
i n s t r u c t o r s  who chose t o  fo rm u la te  t h e i r  own c o u rse  o f s tu d y ,
3
u s in g  an im p ro v isa to ry  t e x t  o n ly .a s  a r e f e r e n c e .
T anner s t a te d  t h a t  th e r e  was e x p re ssed  i n t e r e s t  on th e
p a r t  o f  s tu d e n ts  and i n s t r u c t o r s  in  u t i l i z i n g  v a r io u s  ja z z
re c o rd in g s  in  th e  c la ss ro o m . These re c o rd in g s  p rov ided  th e
im p ro v isa tio n  c la s s e s  w ith  im p ro v isa to ry  exam ples fo r  pu rp o ses
o f  t r a n s c r i b in g  th e  m elodic  and harm onic m a te r ia ls  rec o rd ed  by
4th e  v a r io u s  j a z z  a r t i s t s .
The i n s t r u c t o r s  o f  ja z z  im p ro v isa tio n  c o n su lte d  d u rin g  
T an n e r’s r e s e a r c h  su b sc r ib e d  to  a v a r i e ty  o f i n s t r u c t io n a l ,  
a p p ro a c h e s . From th e  c o m p ila tio n  o f  d a ta  r e s u l t i n g  from h i s
J e r r y  C oker, Im p ro v is in g  J a z z  (Englewood C l i f f s ,
N. J . :  P r e n t ic e - H a l l ,  I n c . ,  1964).
o
John  Mehegan, J a z z  Im p ro v is a t io n . 4 v o ls .  (New York: 
W a tso n -G u p till P u b l i c a t io n s ,  I n c . ,  1959).
^T anner, ’’J a z z  Goes t o  C o l le g e ,” p . 88 .
4I b i d . , p .  89 .
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s tu d y , t h e  fo llo w in g  d e s c r ip t io n s  o f  inodes f o r  te a c h in g  ja z z
im p ro v isa tio n  were c i t e d .
Some te a c h e r s  s t a r t  by h av in g  th e  s tu d e n ts  c re a te  v e ry  
s im p le  l i n e s  and th e n  develop  them ; th e y  o f te n  augment 
t h i s  d i r e c t io n  with a te x tb o o k . O thers s t a r t  w ith  a ve ry  
s im p le  melody and have th e  s tu d e n ts  add non-harm onic 
t o n e s .  Some c o u rs e s  a re  b u i l t  p r im a r ily  on e a r  t r a i n i n g ,  
and ja z z  happens t o  be th e  id iom  used . T here a re  i n s t r u c ­
t o r s  who work on e a r  t r a i n i n g  by u sin g  a "m on ito r-answ er"  
o r  " c a l l- a n d - re s p o n s e "  m ethod. Some te a c h e r s  work on tw o, 
t h r e e ,  o r  fo u r  tu n e s  in  one h o u r , w ith  each  s tu d e n t p la y ­
in g  one chorus on each  tu n e .  The te a c h e r  makes n o te s  o f  
p o s i t iv e  c r i t i c i s m s  to  p re s e n t  a t  th e  n e x t m ee tin g . Most 
c la s s e s  a re  in v o lv e d  w ith  o n ly  te n  o r tw e lv e  tu n e s  a 
s e m e s te r . Sometimes th e  i n s t r u c t o r  w i l l  s t r i k e  a chord  
on th e  p ian o  and h o ld  i t , encourag ing  each  s tu d e n t to  
p la y  som ething o v e r i t . 1
I t  was a ls o  re p o r te d  t h a t  a m a jo r ity  o f th e  te a c h e rs  t h a t  
were in te rv ie w e d  em phasized th e  t h e o r e t i c a l  a sp e c ts  in  
th e  im p ro v isa tio n  c la s s e s  in c lu d in g  chord and s c a le  co n ­
s t r u c t i o n .  The ja z z  c la s s e s  t h a t  appeared  more s u c c e s s fu l  
were th o s e  a llo w in g  a combined em phasis on chord and s c a le  
s t r u c t u r e s . O ften  th e  p ro c e ss  i s  t o  s t r i v e  f o r  th e  co g ­
n i t i o n  o f  v a rio u s  chord  p ro g re s s io n s  and s c a le  p a t t e r n s  
s p e c i f i c a l l y  r e l a t e d  to  p a r t i c u l a r  c h o r d .s t r u c tu r e s ,  th e n  
c o n c e n tr a t in g  on th e  l i n e a r  a s p e c ts  o f c r e a t i v i t y  in  j a z z . 2
The r e s u l t s  o f  T annerTs su rvey  r e l a t e d  t o  th e  i n s t r u c ­
t i o n a l  p r a c t i c e s  employed in  a  m a jo r ity  o f  ja z z  im p ro v isa tio n  
c la s s e s  in d ic a te d  a need fo r  g u id e l in e s  w hich could  r e s u l t  in  
a  s t r u c tu r e d  system  f o r  in tro d u c in g  fundam ental te c h n iq u e s  o f 
th e  p a s t  and  p re s e n t  .
U npub lished  re s e a rc h  d esig n ed  fo r  th e  fo rm u la tio n  o f  an 
i n s t r u c t i o n a l  method f o r  th e  ja z z  tru m p e te r  appeared  to  be a 
vo id  in  th e  l i t e r a t u r e .  However, two s e p a ra te  s tu d ie s  r e l a t e d
■^Tanner, "Ja zz  G o es .to  C o lle g e ,"  p p . 89-90 .
2 I b i d .'- p . 90.
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t o  ja z z  i n s t r u c t i o n  were w r i t t e n  in  r e c e n t  y e a r s .  One o f  th e s e  
p r o j e c t s  was aim ed a t  s t r u c t u r i n g  a method f o r  te a c h in g  ja z z  
im p ro v is a t io n  a t  t h e  p ia n o , w h ile  th e  o th e r  p r o je c t  was p r e ­
p a re d  t o  te a c h  c o n c e p tu a l  know ledge o f  ja z z  harm on ies and 
s c a l e s .
K onow itz ' s  d i s s e r t a t i o n  in c lu d e d  a t e x t  w hich was 
w r i t te n  f o r  t h e  p ian o  t e a c h e r  whose perfo rm ance  e x p e r ie n c e  d id  
n o t  in c lu d e  ja z z  im p ro v is a t io n .  A lso in c lu d e d  in  t h i s  d i s ­
s e r t a t i o n  was an e x te n s iv e  d is c o u r s e  on c r e a t i v e  a c t i v i t i e s  
and su g g e s t io n s  f o r  t h e i r  in c lu s io n  w ith in  th e  fram ework o f  th e  
m usic e d u c a tio n  c u r r ic u lu m . Konowitz s t a t e d  t h a t  chord  and 
s c a le  s t r u c tu r e s  w ere im p o rta n t to  th e  t h e o r e t i c a l  and p e r ­
form ance background o f  th e  in e x p e r ie n c e d  ja z z  p ian o  im p ro v ise r . 
An e s s e n t i a l  f e a tu r e  n o ted  in  t h i s  t e x t  was th e  m elod ic  and 
rh y th m ic  developm ent e x e r c is e s  w hich em ployed th e  " c a l l - a n d -  
re sp o n se "  o r  11 s ta te m e n t-a n d -a n sw e r"  te c h n iq u e s .  One s e c t io n  o f  
t h i s  r e p o r t  was d ev o ted  t o  le s s o n  sequences w hich a tte m p te d  t o  
r e l a t e  g roup  p a r t i c i p a t i o n  w ith  th e  c r e a t i v e  p ro c e s s e s  imbued 
in  th e  t e a c h in g  p h ilo so p h y  o f  C a r l  O r f f .  Sam ples o f  o r i g i n a l  
p ian o  co m p o s itio n s  were in c lu d e d  which d is p la y e d  s t y l i s t i c  
te n d e n c ie s  and te c h n iq u e s  u t i l i z e d  in  a s e q u e n t i a l  and d e v e lo p ­
m en ta l c o u rs e  o f  j a z z  s tu d y  f o r  th e  p ia n o .^
i
R e se a rch  d e a l in g  w ith  th e  p ro c e ss  o f  ja z z  im p ro v is a tio n  
was com pleted  by S a lv a to r e .  The c e n t r a l  fo cu s o f  t h i s  worKwas
^K onow itz, " Ja z z  Im p ro v is a tio n  a t  t h e  P ia n o ,"  p p . 1 2 -1 3 .
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d i r e c te d  to  t h e  t h e o r e t i c a l  p r i n c i p l e s  and p r a c t i c e s  g o v e rn in g  
s c a l e  s e l e c t io n s  and t h e i r  r e l a t i o n s h i p s  t o  cho rd  s t r u c tu r e s  
t h a t  were f r e q u e n t ly  u sed  in  v a r io u s  ja z z  c o m p o s itio n s . S a lv a ­
t o r e  developed  a t h e o r e t i c a l  system  fo r  c o n v e r t in g  chord  s t r u c ­
t u r e s  i n to  r e l a t e d  s c a le  p a t t e r n s . A rev ie w  o f  c h o rd - s p e l l in g  
sy s tem s was p ro v id e d  c o n ta in in g  su g g e s te d  a n a l y t i c a l  p ro ce d u re s  
f o r  t h e  s tu d e n t .  F u r th e r  e x am in a tio n  o f  t h i s  t e x t  d is c lo s e d  
t h a t  a  m ajor p o r t io n  o f  t h e  s tu d y  c o n s is te d  o f  t e c h n ic a l  e tu d e s  
w hich  c o rre sp o n d ed  t o  t h e  v a r io u s  ch o rd  s t r u c tu r e s  p re s e n te d  
i n  t h e  p re c e d in g  s e c t io n s  o f  h i s  t e x t .  The m elod ic  t e s s i t u r a  
o f  t h e  m u s ic a l exam ples and e tu d e s  p ro v id e d  in  h i s  i n v e s t i g a ­
t i o n  ap p ea red  t o  be a d a p ta b le  to  t h e  c l a r i n e t ,  saxophone, 
g u i t a r ,  p ia n o ,  and t ru m p e t .  Chord p r o g r e s s io n s ,  r e l a t e d  to  th e  
" b l u e s , ” w ere in c lu d e d  t o  o f f e r  a c o n c e p tu a l  p e r s p e c t iv e ,  b o th  
v e r t i c a l  and h o r i z o n t a l ,  i n  m a n ip u la tin g  chord and s c a le  
s e q u e n c e s . From a t h e o r e t i c a l  s ta n d p o in t ,  t h i s  r e s e a r c h  a p ­
p e a re d  t o  in c lu d e  c o n c is e  co v e rag e  o f  f u n c t io n a l  harm onic c o n ­
c e p ts  r e l a t e d  t o  t o n a l i t y  i n  j a z z .  C u r io u s ly , o m itte d  were 
i r a p r o v is a t io n a l  p r i n c i p l e s  r e l a t e d  t o  th e  a to n a l  a s p e c ts  o f  
e x te m p o r iz a tio n  from  a tw e lv e - to n e  m atrix .'* '
S e le c te d  T ex ts  
E xam ina tion  o f  com m ercial p u b l ic a t io n s  a p p l ic a b le  to  
t h e  i n s t r u c t i o n a l  p r i n c i p l e s  and p r a c t i c e s  o f  j a z z  im p ro v is a tio n
J .  A. S a lv a to r e ,  " Ja z z  Im p ro v is a t io n :  P r in c ip le s  and
P r a c t i c e s  R e la t in g  t o  Harm onic and S c a l ic  R e so u rce s"  (unpub­
l i s h e d  d o c to r a l  d i s s e r t a t i o n ,  F lo r id a  S ta te  U n iv e r s i ty ,  1 9 7 0 ).
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re v e a le d  an e x te n s iv e  d is p la y  o f  chord  and s c a le  s t r u c tu r e s  
r e l a t e d  to  t h e  " b l u e s .” fl sm all p e rc e n ta g e  o f  th e s e  p u b l ic a ­
t i o n s  c o n ta in e d  e tu d e s  b u i l t  on d i f f e r e n t  s c a l e s ,  w h ile  o th e r  
p u b l ic a t io n s  em phasized th e  t h e o r e t i c a l  a s p e c ts  o f  harm ony, 
i t s  c o n s t r u c ts  and fu n c t io n s .  Im p ro v isa to ry  te c h n iq u e s  r e l a t e d  
t o  c u r r e n t  a v a n t-g a rd e  ja z z  r e c e iv e d  very  l i t t l e  a t t e n t i o n ,  
and n o t one a u th o r  in c lu d ed  any i n s t r u c t i o n  f o r  im p ro v is in g  
from  a tw e lv e - to n e  m a tr ix .
The m a te r ia l  which in c lu d e d  a s e q u e n t ia l  and d e v e lo p ­
m en ta l in t r o d u c t io n  t o  ja z z  fundam enta ls was m in im al. A la rg e  
number o f  th e s e  t e x t s  in c lu d e d  t e c h n ic a l  e x e rc is e s  t h a t  re q u ire d  
an advanced l e v e l  o f  m u sica l e x p e rien c e  and m a tu r i ty  in  th e  
p e r fo rm e r .
In  1959 Mehegan au th o re d  a method f o r  te a c h in g  ja z z
im p ro v isa tio n  a t  t h e  p ia n o . T h is work was s e t  in  fo u r  volum es,
w ith  Volumes and I I 2 d i r e c te d  tow ard  th e  t o n a l  and rhy thm ic
3
p r in c ip le s  o f  im p ro v is a tio n  r e s p e c t iv e ly ,  w h ile  Volumes I I I  
and IV4 p re s e n te d  an h i s t o r i c a l  resum£ o f  th e  s t y l i s t i c  d ev e lo p ­
ment o f  ja z z  p ia n o  from  1935 t o  1965. W hile th e  l a t t e r  th r e e  
volumes r e v e a l  an h i s t o r i c a l  ex am in a tio n  o f rhythm  and th e  
im prov ised  l i n e  i n  ja z z  and th e  e v o lu t io n  o f  ja z z  p iano  s t y l e s ,  
Volume I  c o n ta in s  an in t r o d u c t io n  to  m elodic and harm onic
Mehegan, J a z z  Im p ro v is a t io n . I ,  13 .
2 I b i d . . I I ,  13.
5I b i d . .  I l l ,  13.
4I b i d . .  IV , 13.
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c o n c e p ts . The le v e l  o f  m u sica l s o p h i s t i c a t io n  o f  th e  s tu d e n t  
was e x e m p lif ie d  by th e  m a te r ia ls  p re s e n te d  in  th e  opening  
le s s o n s . The o rd e r  o f  th e  p r e s e n ta t io n  o f  in fo rm a tio n  and 
d r i l l s  th ro u g h o u t th e  rem ainder o f  t h i s  t e x t  d ic ta te d  t h a t  th e  
s tu d e n t shou ld  have p la y in g  knowledge o f  t o n a l  and rhy thm ic  
n o ta t io n .  The approach  used in  Volume I  appeared  to  be t h r e e ­
fo ld :  (1 )  t h e  m elod ies employed were ta k e n  from  w ell-know n
p o p u la r tu n e s  w r i t te n  w ith in  th e  p a s t  t h i r t y - f i v e  y e a r s ;
(2 ) th e  harm onies u t i l i z e d  were d e riv e d  from m ajor s c a le - to n e  
sev en th  c h o rd s ; and (3 )  an a tte m p t was i n s t i t u t e d  to  e x p lo re  
to n a l  m a te r ia l  which ag reed  w ith  th e  rhy thm ic  com plex ity  used  
in  t h i s  volum e. U t i l i z i n g  a le s s o n  a p p ro a ch , m elodic and 
harm onic d r i l l s  were p ro v id ed  w hich would a llo w  th e  s tu d e n t an 
o p p o r tu n ity  f o r  th e  c o g n it iv e  re in fo rc e m e n t o f  m usica l c o n ce p ts  
p re se n te d  in  each b lo c k  o f  in fo rm a tio n . These d r i l l s  w ere 
aimed a t  fu rn is h in g  th e  ja z z  p i a n i s t  w ith  p e r t in e n t  m usic con ­
c e p ts  a d a p ta b le  to  m elod ic  a p p l i c a t io n s ,  a n a ly s is  o f harm onic 
s t r u c t u r e s ,  and perfo rm ance te c h n iq u e s  p e c u l ia r  t o  th e  p ia n o .
George R u s s e l lTs L ydian  C hrom atic Concept o f  T onal 
O rg a n iz a tio n  fo r  Im p ro v is a tio n 1 r e p r e s e n ts  a n o th e r  so u rc e  fo r  
draw ing a t t e n t io n  t o  im p ro v isa to ry  s t y l e s  o f  th e  p a s t  and 
p r e s e n t .  R u s s e l l ’s t e x t  c o n ta in s  a  s e r i e s  o f  le s so n s  on v a r io u s  
s c a le s  u sed  in  j a z z .  S p e c ia l  focus i s  d i r e c te d  tow ard m odal
"''George R u s s e l l ,  The L ydian C hrom atic Concept o f T onal 
O rg a n iz a tio n  fo r  Im p ro v isa tio n  (New York: Concept P u b lis h in g
C o ., 1 9 5 9 ).
32
concep ts and t h e i r  r e l a t i o n s h ip s  to  m ajor and m inor harm on ies . 
These t h e o r e t i c a l  exam ples and e x e rc is e s  appeared  to  be based  
on a t re a tm e n t  o f  l i n e a r  m elodic sequences and seemed to  be 
designed  f o r  th e  ja z z  im p ro v ise r who was w e ll- in fo rm e d  abou t 
harm onic s t r u c tu r e s  and ex p erien ced  as a p e rfo rm e r.
An a d a p ta tio n  o f  R u s s e l lTs t e x t  was w r i t te n  by David
i
B aker, c u r r e n t ly  an a s s i s t a n t  p ro fe s s o r  on th e  m usic f a c u l ty  
and s u p e rv is o r  o f  ja z z  s tu d ie s  a t  In d ian a  U n iv e r s i ty .  B a k e r 's  
book c o n s is te d  o f  a s e r i e s  o f t e c h n ic a l  e tu d e s  based on th e  
modal co n cep ts  d e sc r ib e d  by R u s s e l l .  The e x e rc is e s  c o n s is te d  
o f  m elo d ies  w ith  th e  n o te  C used  a s  th e  to n a l  c e n te r  fo r  each 
s c a le  p a t t e r n .  I n s t r u c t io n s  were in c lu d ed  which su g g ested  t h a t  
th e  p e rfo rm er t r a n s p o s e  th e  e tu d e s  t o  a l l  k e y s . A l i s t  o f  
re c o rd in g s  o f  no ted  ja z z  im p ro v ise rs  was p ro v id ed  f o r  demon­
s t r a t i n g  th e  e x te n t  t o  which th e y  in c o rp o ra te d  th e s e  s c a le  
c o n ce p ts  in  t h e i r  p e rfo rm an c e s . These e tudes appeared  t o  be 
a d a p ta b le  t o  th e  t ru m p e t,  a lth o u g h  th e  t e s s i t u r a  o f th e  upper 
r e g i s t e r  sequences deno ted  e x c e s s iv e  demands on th e  in e x ­
p e rie n c e d  t ru m p e te r .
An a d d i t io n a l  so u rce  t h a t  p re se n te d  a w orkable app roach
2
t o  ja z z  im p ro v isa tio n  was w r i t te n  by Jamey A eb erso ld . T h is  
book p roposed  th e  u se  o f th e  D orian  mode a s  a s c a l i c  r e f e re n c e
"4)avid B aker, A Method f o r  D eveloping Im p ro v is a t io n a l  
Technique ( L ib e r ty v i l l e ,  1 1 1 .: T oday 's M usic, 1968).
2
Jamey A e b e rso ld , A New Approach to  J a z z  Im p ro v isa tio n  
(New A lbany , I n d .:  Jamey A eb erso ld , 1967).
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f o r  te a c h in g  im p ro v is a t io n .  Chord s tu d i e s  w ere p ro v id ed  f o r  
i l l u s t r a t i n g  se v e n th -c h o rd  q u a l i t i e s  d e r iv e d  from  t h e  D orian  
mode. M elodic e x e r c is e s  w ere d e v ise d  t o  e f f e c t  d ev e lo p m en ta l 
m odels fo r  th e  im p ro v is e r .  The c o n c lu d in g  p o r t io n  o f  t h i s  
t e x t  c o n s is te d  o f  perfo rm ance  s u g g e s t io n s  and a g lo s s a r y  o f  
v a r io u s  s c a le - ty p e s  and c h o rd a l  s t r u c t u r e s .  A no ther f e a tu r e  
o f  t h i s  t e x t  ap p ea red  to  be t h e  accom panying r e c o rd in g  o f  an  
e x p e rien c ed  rhy thm  s e c t io n  p la y in g  rh y th m ic  and cho rd  accom­
pan im ents f o r  s tu d e n ts  t o  p r a c t i c e  w ith . A l l  o f  t h e  m elod ic  
m a te r ia l s  were w r i t te n  in  C c o n c e r t  and ap p ea red  t o  be r e a s o n -
V
a b ly  a d a p ta b le  t o  th e  t ru m p e t .
T here  were o th e r  a v a i l a b l e  p u b l ic a t io n s  w hich o f f e re d
te c h n ic a l  e tu d e s  and perfo rm ance  p r i n c i p le s  f o r  th e  more
ex p e rie n c e d  tru m p e t p e rfo rm e r . Two t e x t s  t h a t  r e p r e s e n t  t h i s
l i t e r a t u r e  a r e  Chord S tu d ie s  f o r  T r u m p e t and A Manual f o r  th e
2
S ta g e  o r  Dance Band Trum pet P l a y e r . Jo h n  L a P o r ta ’ s A Guide
3
t o  Im p ro v is a tio n  r e p r e s e n te d  an i n s t r u c t i o n a l  a p p ro a ch  f o r  
r e l a t i n g  p e n ta to n ic  ( f i v e - t o n e )  m e lo d ies  t o  t h e  b a s ic  chord  
p ro g re s s io n  f r e q u e n t ly  em ployed in  " b l u e s . ” Based on th e  le s s o n  
fo rm a t ,  l im i te d  i n s t r u c t i o n s  w ere g iv e n ,  convey ing  a te a c h in g
R aym ond Kotwica and Jo se p h  V io la ,  Chord S tu d ie s  f o r  
Trumpet (B oston : B erk lee  P re s s  P u b l i c a t io n s ,  1 9 6 5 ).
2
F rank  P an ico  and G eorge W isk irc h e n , A Manual f o r  th e  
S ta g e  o r  Dance Band Trumpet P la v e r  (B o sto n : B e rk le e  P re s s
P u b l i c a t io n s ,  1 9 6 4 ).
3Jo h n  L a P o r ta , A G uide t o  Im p ro v is a tio n  (B oston : 
B erk lee  P re s s  P u b l i c a t io n s ,  1 9 6 8 ).
approach  to  m elodic and rhy thm ic  seq u en ces , e a r  t r a i n i n g ,  and 
fundam ental perfo rm ance a r t i c u l a t i o n s .  The p e n ta to n ic  s c a le s  
used in  t h i s  manual w ere b u i l t  from  th r e e  p i t c h e s ,  C , F , and G. 
The tru m p e t was l i s t e d  as one o f  f iv e  in s tru m e n ts  to  which t h i s  
method could  a p p ly .
A nother book which em phasized th e  te a c h in g  o f  ja z z  
im p ro v isa tio n  was w r i t te n  by J e r r y  C o k er.1 The prim ary  o b je c ­
t i v e  o f  t h i s  t e x t  seemed to  be th e  p r e s e n ta t io n  o f a  l o g i c a l  
sequence o f  t h e o r e t i c a l  p r in c ip le s  combined w ith  su g g ested  p ro ­
ced u res and te c h n iq u e s  which a r e  r e le v a n t  t o  p roducing  an im­
p ro v ise d  perfo rm ance o f  j a z z .  I t  was su g g ested  t h a t  a s  a p r e ­
r e q u i s i t e  t o  t h i s  book , th e  s tu d e n t  must p o sse s s  some t e c h n ic a l  
pe rfo rm in g  p ro f ic ie n c y  and shou ld  have a b a s ic  w orking know l­
edge and u n d e rs ta n d in g  o f  m ajor and minor s c a l e s .  T his t e x t ,  
in c lu d e s  fundam enta l a s p e c ts  o f  th e o ry  and perform ance s k i l l s  
a p p l ic a b le  t o  a number o f  t r e b l e  in s tru m e n ts  and to  th e  ja z z  
rhythm  s e c t io n .  P a r t i c u l a r  a t t e n t i o n  was devo ted  t o  c o n cep ts  
o f  m elod ic  and harm onic s t r u c tu r e s  r e l a te d  t o  " b lu e s .” The 
i n s t r u c t i o n a l  o rg a n iz a t io n  o f  each  c h a p te r  p rov ided  a t o p i c a l  
e x p la n a t io n , o b je c t iv e s  fo r  th e  s tu d e n t ,  t e c h n ic a l  in fo rm a tio n , 
m u sica l exam ples, and s p e c if ie d  p r o je c ts  f o r  a p p ly in g  th e  a c ­
q u ire d  knowledge and te c h n iq u e s  t h a t  were p re s e n te d .
A nother book , c o -a u th o red  by C oker, p re se n te d  an im pos­
in g  resum £ o f  a rp e g g ia te d  c h o rd a l e tu d e s  t h a t  p ro v id e  th e
^C oker, Im p ro v is in g  J a z z , p . 12 .
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p erfo rm er w ith  g ra d u a l ly  expanded m elodic p a t t e r n s . The 
m elodic make-up o f  th e s e  p a t te r n s  s t r e s s e d  th e  c y c le  o f  f i f t h s ,  
v a r io u s  s c a le s  and modes, and superim posed chords w ith  added 
n in th s ,  e le v e n th s ,  and t h i r t e e n t h s .  The t h e o r e t i c a l  m a te r ia ls  
r e p r e s e n t  an e la b o ra te  c o l l e c t io n  o f  m elodic  and harm onic e x e r ­
c i s e s  p ro v id ed  f o r  th e  ja z z  im p ro v ise r  who i s  in te r e s te d  in  
expanding h i s  knowledge o f  te c h n iq u e s  t h a t  a re  used in  th e  im­
p r o v is a t io n s  o f  no ted  ja z z  p e rfo rm e rs . T his t e x t  was n o t 
p lanned  t o  accommodate any p a r t i c u l a r  in s tru m e n t and th e  con­
t e n t s  se rv ed  to  em phasize th e  to n a l  and modal a s p e c ts  o f  music 
th e o ry  and m elod ic  perfo rm ance r e l a te d  to  ja z z  im p ro v is a t io n .^
Summary
R eported  in  t h i s  c h a p te r  were th e  f in d in g s  r e s u l t i n g  
from a su rv ey  o f  th e  a v a i la b le  l i t e r a t u r e  r e l a t i v e  t o  th e  
te a c h in g  o f  ja z z  im p ro v isa tio n  on th e  B - f la t  soprano tru m p e t. 
Emphasis was p lac ed  on r e p r e s e n ta t iv e  t e x t s ,  ja z z  h i s t o r i e s ,  
m usic c o l l e c t i o n s ,  u n p u b lish ed  w orks, and a su rv e y . The i n ­
s t r u c t i o n a l  p u b l ic a t io n s  in v e s t ig a te d  were found t o  p ro v id e  
w orkable exam ples and p r o je c ts  r e l a t e d  t o  ja z z  p erfo rm ance . 
However, few o f  th e s e  e d i t io n s  were designed  s p e c i f i c a l l y  fo r  
th e  ja z z  t ru m p e te r .  One o f  th e  more obv ious f in d in g s  in  t h i s  
su rvey  was t h e  avo idance  o f  any p r e s e n ta t io n  r e l a t e d  t o  ja z z  
im p ro v isa tio n  in  tw e lv e - to n e  s t y l e .  The c o n s is te n c ie s  o f  th e s e
"k jerry  C oker, Jimmy C a sa le , G ary C am pbell, and J e r r y  
G reene, P a t te r n s  f o r  Ja z z  (Lebanon, I n c . :  S tu d io  P /R , I n c . ,
1 9 7 0 ).
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i n s t r u c t i o n a l  p u b l ic a t io n s  were in d ic a te d  by th e  c o n tin u a l  
em phasis on chord  s t r u c t u r e s ,  m elodic and harm onic f u n c t io n s ,  
t o n a l  and model s c a le  s t r u c tu r e s ,  and rhythm ic c h a r a c t e r i s t i c s  
used* in  ja z z .  The m a jo r ity  o f  th e se  t e x t s  devo ted  l i t t l e  
a t t e n t i o n  t o  fundam enta l in fo rm a tio n  and re v ie w , and none to  
im p ro v isa tio n  on a tw e lv e - to n e  m a tr ix .
j
PART TWO
JAZZ IMPROVISATION FOR THE B-FLAT SOPRANO TRUMPET: AN
INTRODUCTORY TEXT FOR TEACHING BASIC THEORETICAL 
AND PERFORMANCE PRINCIPLES
CHAPTER I I I
THE TEXT 
RATIONALE
J a z z  i s  a perfo rm ance  s t y l e  o f  music n a t iv e  to  th e  
U n ited  S t a t e s . O r ig in a t in g  i n  a r u r a l  e n v iro n m en t, i t  has 
evo lved  in to  an i n t e r n a t i o n a l l y  known s ty l e  o f  m u sica l p e r ­
form ance re a c h in g  au d ien ces  on a g lo b a l  b a s i s .  S ince  i t s  i n ­
c e p tio n  by b la c k  A m ericans, j a z z  has become an e x p re s s iv e  mode 
o f  m u sica l perform ance in  many d i f f e r e n t  r a c i a l  c u l tu r e s  around 
th e  w o rld . The g row th  r a t e  o f  ja z z  as an a r t  form  has been 
re v e a le d  by th e  p r o l i f e r a t i o n  o f  j a z z - r e la t e d  a c t i v i t i e s  and 
c u r r i c u la  o f f e r in g s  i n s t i t u t e d  in  Am erica, in  a d d i t io n  to  th e  
j a z z  f e s t i v a l s  h e ld  a n n u a lly  i n  fo re ig n  c o u n t r i e s .
An e s s e n t i a l  earm ark o f  ja z z  h as been t o  p ro v id e  a means 
fo r  a r t i s t i c  e x p re s s io n  th ro u g h  group i n t e r a c t io n  a n d /o r by 
in d iv id u a l  c r e a t iv e n e s s .  J a z z  u t i l i z e s  many o f  th e  m usica l 
e lem en ts found in  m ost a l l  m usic such as m e tr ic  ( tim e )  s ig n a ­
t u r e s ,  harm onies o f  d i f f e r e n t  q u a l i t i e s ,  them e and v a r ia t io n  
te c h n iq u e s ,  s t y l i z e d  m e lo d ie s , rhy thm ic a r t i c u l a t i o n s ,  te m p i, 
t im b re  v a r ia n c e s ,  c o m p o s itio n a l forms o r sh a p e s , and i n t e r ­
p r e t a t i o n .
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The c e n t r a l  fo cu s  In  t h i s  t e x t  i s  d i r e c te d  t o  th e  i n ­
d iv id u a l  p e rfo rm e r  and t o  t h e  i n t r o d u c t io n  o f  fu n d am en ta l com­
pon en ts  o f  j a z z  im p ro v is a t io n .  J a z z  im p ro v is a t io n  i s  a d i s ­
t i n c t i v e  a s p e c t  o f m u s ic a l pe rfo rm ance  in  th e  j a z z  s t y l e .  I t  
co u ld  be d e s c r ib e d  a s  a  p ro c e s s  o f com bining  m u s ic a l  e lem en ts 
and c o n v e r t in g  th e s e  v a r io u s  e lem en ts i n to  a sp o n tan eo u s c r e a ­
t i o n  o f  m u s ic . T h is mode o f  m u sica l pe rfo rm ance  c h a lle n g e s  t h e  
im p ro v ise r  t o  u n i f y  th e  c o g n i t iv e  and a f f e c t i v e  dom ains, su b ­
s e q u e n tly  a p p ly in g  v a r io u s  psychom otor s k i l l s  t o  t h e  im p ro v isa ­
t o r y  p r o c e s s .  The e sse n c e  o f  ja z z  im p ro v is a t io n  embodies s e l f -  
d is c o v e ry , s e l f - e x p r e s s i o n ,  and th e  o r i g i n a l i t y  o f  e x p re s s io n . 
The c o g n it io n  o f  fu n d am en ta l c o n ce p ts  c o n c e rn in g  th e o ry  and 
perfo rm ance i s  e s s e n t i a l  t o  th e  im p ro v is a to ry  p ro c e s s  and c o u ld  
de te rm ine  t h e  m u s ic a l outcom e o f a sp o n tan eo u s and c r e a t iv e  
perfo rm ance  o f  j a z z .  .
C oker c i t e d  f iv e  c o n t r o l l i n g  f a c to r s  t h a t  d e te rm in e  t h e  
outcome o f  an  im p ro v ised  perfo rm ance o f  j a z z .  The f a c to r s  
l i s t e d  w ere i n t u i t i o n ,  i n t e l l e c t ,  e m o tio n , sen se  o f  p i t c h ,  and 
p la y in g  h a b i t s . The fu n c t io n  o f  each  f a c t o r  was c h a r a c te r iz e d  - 
a s  fo llo w s : (1 )  i n t u i t i o n  i s  r e s p o n s ib le  f o r  t h e  b u lk  o f
o r i g i n a l i t y ;  (2 )  i n t e l l e c t  a id s  in  p la n n in g  th e  t e c h n ic a l  a s ­
p e c ts  a n d , combined w ith  i n t u i t i o n ,  h e lp s  t o  d e v e lo p  th e  m e lo d ic  
form ; (3 )  em o tio n  d e te rm in e s  th e  mood o f  i n t e r p r e t i v e  p r e s e n ta ­
t i o n ;  (4 )  s e n s e  o f  p i t c h  tra n s fo rm s  h e a rd  o r  im ag ined  p i tc h e s  
in to  l e t t e r  names and f i n g e r in g s ;  and (5 )  p la y in g  h a b i t s  e n a b le
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t h e  f in g e r s  t o  q u ic k ly  f in d  c e r t a i n  e s ta b l is h e d  p i t c h  p a t te r n s  ^  
W hile a l l  o f  th e  c o n s t i tu e n t s  m entioned above p la y  a 
v i t a l  r o l e  in  a perform ance o f  im prov ised  j a z z ,  i t  would ap p ea r 
t h a t  th e  c o n t r o l l in g  f a c to r  i s  th e  i n t e l l e c t .  The i n t e l l e c t  
c o n t r o l s , i n  v a ry in g  d e g re e s , th e  fundam enta l a p p l ic a t io n s  o f 
t h e  im p ro v isa to ry  p ro c e ss  and , more im p o r ta n t, i t  c o n tr o ls  th e  
i n t e l l e c t u a l  p ro c e ss  f o r  s tu d y in g  m u s ica l p r in c ip le s  and pro-’ 
c e d u re s , and t h e i r  a p p l ic a t io n  to  perfo rm ance . The i n t e l l e c t  
f a c t o r ,  a s  i t  r e l a t e s  t o  th e  c o g n it io n  o f  t h e o r e t i c a l  and p e r ­
form ance p r i n c i p l e s ,  h as  determ ined  th e  d e s ig n  o f  t h i s  i n t r o ­
d u c to ry  t e x t .  The m a te r ia ls  c o n ta in e d  in  t h i s  t e x t  cannot 
a s s u re  t h e  p erfo rm er im p ro v is a t io n s 1 s u c c e s s , b u t should  p ro v id e  
a c o n c e p tu a l in t ro d u c t io n  to  th e  t h e o r e t i c a l  fo u n d a tio n s  and 
perfo rm ance p r in c ip le s  t h a t  can be a p p lie d  to  th e s e  ja z z  im pro-
r
v is a to r y  fu n d a m e n ta ls .
R e la t iv e  to  th e  p ro v is io n  o f  th e s e  c o n c e p tu a l s t r a t e ­
g ie s  in  ja z z  im p ro v is a t io n , S c h u l le r  s t a te d  t h a t :
I t  i s  i n  th e  n a tu re  o f  th e  te a c h in g  p ro cess  t h a t  i t  c an ­
no t do any more th a n  p re s e n t  th e  l e a r n e r  w ith  an i n s i g h t ;  
i t  can  l e a d ; i t  can d i r e c t ; i t  can imbue th e  b eh o ld e r w ith  
th e  enchantm ent o f  d is c o v e ry , th e  r e v e la t io n  o f  h i s  r e l a ­
t io n s h ip  t o  th e  m u l t i p l i c i t y  o f  t h e  w orld around  him . I t  
canno t make him a g e n iu s ,  o b v io u s ly ;  i t  canno t even by 
i t s e l f  make him m o d era te ly  c r e a t i v e .  But i t  can g iv e  him 
some t o o l s  w ith  w h ich , i f  he has th e  in n e r  u rg e ,  he can 
e x p re ss  h im s e lf .  I t  i s  in  t h i s  sen se  t h a t  ja z z  can and ,
I  b e l i e v e ,  must be t a u g h t .  . . . J a z z  i s  a l i v i n g ,  f o r ­
ward-m oving a r t i s t i c  e x p re ss io n  o f  ou r t im e , t h a t  h as  u n ­
e q u a lle d  com m unicative pow er. . . .  I t  i s  a  m usic r e ­
q u i r in g  a c o n t in u a l ly  grow ing a r r a y  o f  s k i l l s . 2
■^Coker, Im p ro v is in g  J a z z , p .  3.
o
G unther S c h u l le r ,  "Jazz  E d u ca tio n : Schooled  Spon tane­
i t y , ” M usic J o u r n a l . XIX (O c to b e r, 1961), 73.
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For many y e a r s , t h e  r e le v a n c e  o f  t h e  s tu d y  o f  j a z z  
im p ro v is a t io n  a s  a p e rfo rm an ce  medium h a s  been a so u rc e  f o r  
d is c u s s io n  and d e b a te  among m usic e d u c a to r s . The fo llo w in g  
l i s t  i s  o f f e r e d  a s  s i g n i f i c a n t  outcom es t h a t  cou ld  r e s u l t  from 
an in t r o d u c to r y  s tu d y  o f  j a z z  im p ro v is a t io n .  The m a te r i a l s  
in c lu d e d  in  t h i s  i n t r o d u c to r y  t e x t  sh o u ld  a id  in :
(1 )  R e in fo rc in g  th e  p e r fo rm e rTs c o n c e p tu a l  know ledge 
o f  t h e o r e t i c a l  s t r u c tu r e s  a p p l ic a b le  t o  j a z z  
im p r o v is a t io n .
(2 )  H e lp in g  th e  p e rfo rm e r  t o  g a in  im p ro v is a to ry  f a ­
c i l i t y  by p ro v id in g  su g g e s te d  perfo rm ance  models 
in  t h i s  t e x t .
(3 ) D evelop ing  th e  p e r fo rm e r’s c r e a t i v e  p o t e n t i a l  
th ro u g h  e x p lo r a t io n  o f  m elodic and harm onic 
fo rm u la e .
(4 )  A c q u a in tin g  th e  p e rfo rm e r w ith  fundam en ta l c o n ­
c e p ts  and te c h n iq u e s  used in  j a z z  im p ro v is a tio n  
from  a tw e lv e - to n e  m a tr ix .
(5 ) M o tiv a tin g  th e  p e rfo rm e r t o  u t i l i z e  th e s e  i n t r o ­
d u c to ry  m u s ic a l  c o n c e p ts  in  d e v e lo p in g  s k i l l s  
tow ard  a more advanced l e v e l  o f  im p ro v is a t io n  in  
t h e  j a z z  s t y l e .
The m a te r ia ls  c o n ta in e d  in  t h i s  t e x t  were fo rm u la te d  
a s  a r e s u l t  o f  r e s e a r c h  com m itted  t o  t h e  s tu d y  o f  j a z z  im p ro v i­
s a t io n  m ethods o f i n s t r u c t i o n .  T h is  s tu d y  h as  been c a s t  i n  two 
m ajor d i v i s io n s .  The f i r s t  d i v i s io n  h as been  d e s ig n a te d  a s  a 
rev ie w  o f  t h e o r e t i c a l  c o n c e p ts ,  w ith  p r o j e c t s  p ro v id ed  f o r  
s e l f - e v a l u a t i o n .  The second  d iv is io n  o f  t h i s  s tu d y  was devo ted  
t o  t h e  p ro v is io n  o f  fu n d am e n ta l c o n ce p ts  a p p l ic a b le  t o  p e n ta -  
t o n i c ,  m odal, and tw e lv e - to n e  ja z z  im p ro v is a t io n ,  t h e  l a t t e r  
r e p r e s e n t in g  t h e  m ost u n iq u e  a s p e c t  o f t h e  s tu d y .
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The form  and c o n te n t o f  t h i s  t e x t  were d e sc r ib e d  above 
and were p lanned  f o r  a p p l ic a t io n  to  th e  B - f la t  sop rano  tru m p e t, 
a lth o u g h  o th e r  B - f l a t  in s tru m e n ts ,  such  as th e  c o r n e t ,  f l u g e l -  
h o rn , sop rano  c l a r i n e t ,  and soprano saxophone, cou ld  be ad ap ted  
w ith  a minimum o f  a d ju s tm en ts  n e c e s s a ry . These ad ju s tm en t 
problem s would be more obvious in  th e  a re a s  r e l a t i n g  to  embou­
chure  and in to n a t io n .  The range  o f  t h e  m elodic m a te r ia l  in  t h i s  
t e x t  does n o t  exceed sm a ll  G below m iddle  C o f  t h e  t r e b l e  s t a f f
'Z
and C above th e  t r e b l e - c l e f  s t a f f .  A d v ised ly , t h e  perform ance 
models and e x e rc is e s  p re s e n te d  in  t h i s  t e x t  shou ld  be ex tended  
t o  th e  f u l l  ran g e  o f  th e  tru m p e t, depending  upon t h e  c a p a b i l i ­
t i e s  o f  t h e  p e rfo rm e r, and w ith  th e  tem p i chosen a t  a l e v e l  
com m ensurate w ith  th e  p e rfo rm e rfs t e c h n ic a l  s k i l l s  and m u sica l 
u n d e rs ta n d in g . The rhy thm ic  co m p lex ity  o f th e s e  models and 
e x e rc is e s  does n o t exceed e ig h th -n o te  p ro la t io n s  (dup le  and 
t r i p l e ) .  C oncern ing  th e  a r t i c u l a t i o n s  to  be u t i l i z e d ,  th e  
p e rfo rm er i s  a d v ise d  t o  employ th e  le g a to  s ty l e  by u s in g  th e  
a r t i c u l a t e d  vowel sounds "d a h ,"  " d o o t ,"  o r  "dee" in  th e  to n g u e d -  
a t t a c k  o f  each  to n e  o r  th e  p e rfo rm er may choose t o  v a ry  th e  
a r t i c u l a t i o n  approach  by s lu r r in g  th e  to n e s  g iv e n  in  each 
exam ple.
An em phasis upon rhy thm ic  i n t e r p r e t a t i o n  and a c c e n tu a ­
t i o n  h as alw ays been an i n t e g r a l  a s p e c t  o f  th e  j a z z  s t y l e . 1 I t  
would be advan tageous t o  th e  p e rfo rm er to  adhere  t o  th e  fo llo w in g
T anner and Gerow, A S tudy  o f  J a z z , p . 5 .
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g u id e l in e s  r e g a r d in g  th e  rh y th m ic  i n t e r p r e t a t i o n  and a c c e n tu a ­
t i o n  o f  p e rfo rm an ce  m odels and exam ples p re s e n te d  in  t h i s  t e x t .
(1 )  The p e rfo rm e r  sh o u ld  p la y  an a c c e n t  on th e  weak 
b e a ts  i n  a  m easure a s  shown i n  Example 1 .
(2 )  The p e rfo rm e r  s h o u ld  p la y  an a c c e n t  on t h e  weak 
p a r t  ( u p - b e a t )  o f  e a c h  b e a t  in  a m easure  a s  shown 
in  Exam ple 2 .
(3 )  The p e rfo rm e r  sh o u ld  p la y  an a c c e n t  on a l l  sy n c o ­
p a te d  rhy thm s in c lu d in g  th o s e  shown in  Exam ple 3 .
(4 )  The p e rfo rm e r  sh o u ld  i n t e r p r e t  e ig h th - n o te  se q u e n c e s  
and d o t te d - e ig h th  and  s i x t e e n th - n o te  rhy thm s a s  i f  
each  seq u en ce  o r  rh y th m  was fo rm u la te d  from  t r i p l e t - 
p r o l a t i o n s  o f  each  b e a t  a s  shown i n  Example 4 .
Exam ple 1 .
4* 3  f  M. f 3- " t*  f "
T -T  i
h i — - — * - i
4  t  r  f -
% f
4 — r — f —
1 3  t i l l
Exam ple 2 .
E L SH **^  \
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Example 3 .
hU/ri > A v x  - v  r  L i -
O H i u j j  t P  a f  f i  f
>  a  ^
F \ -------------------r l
.
<(f e H - L J U  L i L l ------------------------------------ t  - p - F - P  r  L i
Example 4 .
----- :---------- V -* -------------------------/ " p V -------rr
U - y -  =  - f c M ----------- *-
*  *  s
A m -A A ■ "
L d  g 1 -—  1 -
py-_____ ^ ----------------- ------------- ff.
12. +  +  + S  r r  a t
^ ■ r p f r r - r - r p — — y  i r r P , E  1- P - — — j -
As a p r e r e q u i s i t e  t o  t h i s  s tu d y , th e  p e rfo rm er m ust 
have  a w orking  know ledge o f  t h e o r e t i c a l  and perfo rm ance fu n d a ­
m e n ta ls  a c q u ire d  from  p a s t  m u s ic a l pe rfo rm ance  e x p e r ie n c e s .
The p e rfo rm e r sh o u ld  be a b le  t o  e f f e c t  a d em o n stra ted  a b i l i t y  
t o  i d e n t i f y ,  u n d e rs ta n d , and n o ta te  th o s e  i n t e r p r e t a t i o n s  i n ­
c lu d in g  c h ro m a tic s  ( a c c i d e n t a l s ) ,  r e p e a t  s i g n s ,  p i t c h  names 
and t h e i r  s t a f f  p la c e m e n t, dynamic and tem po m ark in g s , and b a s ic  
m elod ic  and rh y th m ic  s t r u c t u r e s .  P r io r  know ledge o f  s t r u c tu r e s  
su ch  a s  m ajo r and m inor s c a l e s ,  i n t e r v a l s ,  c h o rd s ,  and t h e
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"ch u rc h  modes" would be most h e lp f u l  t o  th e  s tu d e n t ,  a lth o u g h  
th e y  a re  n o t  o f  p rim e c o n c e rn , s in c e  t h e s e  item s a r e  in c lu d e d  
in  th e  t h e o r e t i c a l  re v ie w . A lso in c lu d e d  in  th e  rev ie w  i s  a 
d is c u s s io n  o f  b a s ic  ch o rd  p ro g re s s io n s  conform ing t o  th e  "12 - 
b a r  b lu e s "  fo rm . The p e r fo rm e r’ s b a s ic  t h e o r e t i c a l  knowledge 
and t e c h n ic a l  p r o f i c i e n c y  o f  " b lu e s "  s t r u c tu r e s  w ere assumed 
w ith  g u a rd ed  c a u t io n .  B asic  "12-b a r  b lu e s "  p ro g re s s io n s  a r e  
p re s e n te d  f o r  th e  p u rp o se  o f in d iv id u a l  f a m i l i a r i z a t i o n  and 
th e  su b seq u e n t a p p l i c a t io n  o f v a r io u s  s c a le - to n e  sequences 
r e l a t e d  t o  p e n ta to n ic  and modal c o n c e p ts  o f ja z z  im p ro v is a t io n . 
The c o n c lu d in g  p o r t io n  o f  t h i s  t e x t  c o n s i s t s  o f  fu n d am en ta l 
c o n c e p ts  r e l a t e d  t o  j a z z  im p ro v is a tio n  from  a tw e lv e - to n e  
m a tr ix .
O r ig in a l  m odels o f  ja zz  im p ro v is a t io n  a r e  p re s e n te d  in  
o rd e r  t h a t  th e  s tu d e n t  be p ro v id ed  w ith  v i s u a l  sam ples o f  th e  
im p ro v is a to ry  p ro d u c ts  t h a t  conform  to - th e  s p e c i f i c  c o n c e p tu a l 
p r i n c i p l e s  p re s e n te d  in  t h i s  t e x t .  A H  o f  th e  im p ro v isa to ry  
m odels and exam ples i n  t h i s  t e x t  a r e  t r a n s p o s e d  an i n t e r v a l  o f  
a  m ajo r 2nd above c o n c e r t  p i t c h ,  th u s  conform ing t o  th e  t r a n s ­
p o s i t io n  p ro ce d u re  a p p ro p r ia te  f o r  t h e  B - f l a t  so p rah o  tru m p e t.
I t  i s  hoped t h a t  th e  s tu d e n t  w i l l  u t i l i z e  and p r a c t ic e  
th e  exam ples and im p ro v is a to ry  m odels w ith  d i l ig e n c e  and d e t e r ­
m in a t io n , e f f e c t i n g  a  b ack lo g  o f m u s ic a l  fo rm u lae  t h a t  can be 
used  in  a pe rfo rm an ce  o f  im prov ised  j a z z .
4 6
REVIEW OF SELECTED STRUCTURES 
I n t e r v a l  S tudy
G e n e ra l C o n cep ts
An i n t e r v a l  i s  t h e  d i s t a n c e  betw een  tw o p i t c h e s . A
harm on ic  i n t e r v a l  i s  t h e  d i s t a n c e  betw een  two p i t c h e s  soun d in g
a t  t h e  same t im e  and a m e lo d ic  i n t e r v a l  i s  t h e  d i s t a n c e  betw een
tw o p i tc h e s  so u n d in g  in  s u c c e s s io n .  The name o f  an  i n t e r v a l
c an  be  m easu red  by t h e  num ber o f  h a l f - s t e p s  ( s e m ito n e s )  a n d /o r
w h o le -s te p s  (w hole  to n e s )  i t  c o n ta in s  and th e n  i d e n t i f i e d  by
an i n t e r v a l  name o r  an  i n t e r v a l  can  be found by c o u n tin g  th e
1l i n e s  and sp a c e s  be tw een  t h e  tw o p i tc h e s  i n  q u e s t io n .
I n t e r v a l s  a r e  named a c c o rd in g  t o  t h e  num ber o f  l e t t e r  
names encom passed in  t h e  i n t e r v a l .  F o r exam p le , C up t o  G i s  
c a l l e d  a  f i f t h  s in c e  f i v e  l e t t e r  names (C , D, E , F , G) a r e  e n ­
com passed . T h e re  a r e  f o u r  q u a l i t a t i v e  te rm s  u se d  f o r  d e s c r ib in g  
i n t e r v a l s .  T h ese  te rm s  a r e  m a jo r ,  m in o r , d im in is h e d , augm en ted , 
and p e r f e c t .  By com bin ing  t h e  l e t te r - n a m e  d i s t a n c e  and th e  q u a l ­
i t a t i v e  te rm in o lo g y  t h e  d e s c r i p t i o n  o f  t h e  i n t e r v a l  can  be e f ­
f e c t e d .  T h ere  a r e  tw o m ain c a te g o r i e s  i n  w hich i n t e r v a l s  a r e  
c l a s s i f i e d .  T h ese  c a t e g o r i e s  a r e  s im p le  i n t e r v a l s  and compound 
i n t e r v a l s . S im p le  i n t e r v a l s  a r e  th o s e  i n t e r v a l s  t h a t  encom pass 
one o c ta v e  o r  l e s s . Compound i n t e r v a l s  a r e  th o s e  i n t e r v a l s  
t h a t  encom pass more th a n  one  o c ta v e .  Two i n t e r v a l s  t h a t  sound
\ f a l t e r  P i s to n ,  Harmony (3 rd  e d . ;  New Y ork : W. W.
N o rto n  & C o .,  I n c . ,  1 9 6 2 ) , p .  5 .
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th e  same b u t a r e  s p e l le d  d i f f e r e n t l y  a re  sa id  t o  be "enharm on ic ."  
For exam ple, C to  F# i s  en h arm o n ica lly  th e  same a s  C to  G^.
Q u a lity  D eterm inan ts
The fo llo w in g  p r e s e n ta t io n  p ro v id e s  d is ta n c e  co n cep ts  
o f  sim ple i n t e r v a l s  and t h e i r  q u a l i ty  d e te rm in a n ts . Each i n ­
t e r v a l  i s  c o n s tru c te d  from th e  n o te  c a l le d  C and i s  i l l u s t r a t e d  
below .
From C t o c == (same p i tc h ) — P e r f e c t  Prime
From C up to D d w h o le -s te p ) — M ajor 2nd
From C up to E = (2 w h o le -s te p s ) — M ajor 3rd
From C up to F = (2 1 /2  w h o le -s te p s ) — P e r f e c t  4 th
From C up to G = (3 1 /2  w h o le -s te p s ) — P e r f e c t  5th
From C to up A = (4 1 /2  w h o le -s te p s ) — M ajor 6th
From C up to B = (5 1 /2  w h o le -s te p s ) — M ajor 7th
From C up to C = (6 w h o le -s te p s ) — P e r f e c t  Octave
(8 th )
A b b re v ia tio n s  used in  th e  fo llo w in g  exam ples a r e :  M = m ajo r;
m = m inor; d = d im in ish e d ; A = augm ented; and P = p e r f e c t .
Example 5 a .
RPmm P 4 tJ i P.TtJ. h k r h H l r h  P .O cTm e
-e - _ 2 _15 ZEz z
Example 5b.
zz ZE
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I f  a  m ajo r i n t e r v a l  i s  made s m a l le r  by  one h a l f - s t e p ,
i t  th e n  becom es a  "m inor" i n t e r v a l ,  such  a s :
From C up t o  D? = (1  h a l f - s t e p )  — m ino r 2nd
From C up  t o  E. = (1  1 /2  w h o le - s te p s )  — m inor 3rd
From C up t o  S, = (4  w h o le - s te p s )  — m ino r 6 th
From C up t o  B = (5 w h o le - s te p s )  — m ino r 7 th
The m inor i n t e r v a l s  l i s t e d  above a re  shown in  t h e  fo llo w in g
e x a m p le s .
Exam ple 6 a .
Jha  j? _ 3 z l 3 * 1
Exam ple 6b .
*vn. (>rh J 2 X L I r h
|... .. ' " = q 1 n rt -
f H g : ----------1
I f  a  p e r f e c t  o r  m ajo r i n t e r v a l  i s  made l a r g e r  by one 
h a l f - s t e p ,  i t  t h e n  becomes an "augm ented" i n t e r v a l ,  a s  shown 
in  t h e  fo l lo w in g  exam ple .
Exam ple 7 .
me.
¥
R' 1*id. B,.Srh
I f  a p e r f e c t  o r  m inor i n t e r v a l  i s  made s m a l le r  by one 
h a l f - s t e p ,  i t  th e n  becom es a " d im in ish e d "  i n t e r v a l ,  such  a s :
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From C up t o  F. = (2 w h o le -s te p s )
From C up to  G -  (3 w h o le -s te p s )
From C up to  tp b  = ( 3  x /2  w h o le -s te p s )
From C up to  B^b = ( 4  1 /2  w h o le -s te p s )
From C up to  = (5 1 /2  w h o le -s te p s )
— d im in ish ed  4th
— d im in ish ed  5 th
— d im in ish ed  6 th
— d im in ish ed  7 th
— d im in ish ed
O ctave (8 th )
The d im in ish ed  i n te r v a l s  l i s t e d  above a re  shown in  th e  fo llo w ­
ing- exam ple.
Example 8 .
J| d  '‘Hrh cl $.Tb d  6 _r/i
■ 1
d  I  rh
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The in v e rs io n  o f  an  i n t e r v a l  may be e f f e c te d  by p la c in g  
t h e  h ig h e r  p i tc h  one o c ta v e  lo w er, o r by p la c in g  th e  low er 
p i tc h  one o c ta v e  h ig h e r .  In  t h i s  p ro ced u re  m ajor i n t e r v a l s  
in v e r t  t o  minor i n t e r v a l s  and m inor i n t e r v a l s  in v e r t  t o  m ajor 
i n t e r v a l s ; a ls o  augmented i n t e r v a l s  in v e r t  t o  d im in ish ed  i n ­
t e r v a l s  and d im in ish ed  in te r v a l s  in v e r t  t o  augmented i n t e r v a l s . 
P e r f e c t  i n t e r v a l s  rem ain  p e r f e c t  when th e y  a re  i n v e r t e d .
Example 9 .
) M 671*7, -v n 3 ^  MZtjd on
*  —  a  .......I S “c r
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As p re v io u s ly  d e f in e d , compound i n t e r v a l s  a re  i n t e r ­
v a ls  t h a t  encompass more th an  one o c ta v e . For in s ta n c e ,  an 
i n t e r v a l  encom passing an o c tave  and a p e r f e c t  f i f t h  would be 
c a l le d  a  "compound p e r f e c t  f i f t h , "  a " p e r f e c t  f i f t h , "  o r a 
" tw e lf th "  s in ce  tw e lv e  p i tc h  names a re  in c lu d ed  in  th e  i n t e r -  
v a l l i c  d i s t a n c e . The in te r v a l  number g r e a te r  th a n  e ig h t  can  
be used  m e lo d ic a lly  b u t  i t  i s  u s u a l ly  used more p r e f e r e n t i a l l y  
fo r  naming compound harm onic i n t e r v a l s .
E xam p le  1 0 .
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E v a lu a tiv e  E x e rc is e s
The e x e r c is e s  p re s e n te d  in  t h i s  t e x t  a re  in te n d ed  as 
su g g e s tio n s  f o r  in d iv id u a l  s e l f - d is c o v e ry  p r o je c ts  and fo r  th e  
re in fo rc e m e n t o f th e  m a te r ia ls  and in fo rm a tio n  p ro v id ed  in  t h i s  
t e x t .  The s tu d e n t  p e rfo rm er should  th o ro u g h ly  a s s im i la te  th e  
n a t e r i a l s  p re s e n te d  in  each s e c t io n  b e fo re  p ro ceed in g  t o  th e  
n e x t .  S u g g e s tio n s  f o r  p la y in g  c e r t a in  e x e rc is e s  d i c t a t e  t h a t  
th e  tru m p e t be used f o r  p la y in g  th e s e  perform ance t a s k s . The 
developm ent and u se  o f  b a s ic  perform ance s k i l l s  a t  th e  p iano  
cou ld  be h e lp f u l  t o  t h e  im p ro v ise r  f o r  a t t a in in g  a more cogent 
u n d e rs ta n d in g  o f  th e  co n cep ts  o f  m usic th e o ry  p re s e n te d  in  t h i s  
in tro d u c to ry  t e x t .
Com plete th e  fo llo w in g  e x e r c is e s :
1 . Name th e  fo llo w in g  m elodic and harm onic i n t e r v a l s :
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2 . N o ta te  th e  fo llo w in g  s im p le  i n t e r v a l s  on m usic 
m a n u sc rip t p a p e r  and use  A a s  th e  low er p i tc h  o f  
e ac h  i n t e r v a l :  M3rd; M2nd; m6t h ;  P 4 th ; P 5 th ;
M6 t h ;  M7th; A P rim e ; A 5 th ;  d 5 th ;  m2nd; m 7th; m 3rd; 
A 4 th ; A6t h .
3 . W ith  E - f l a t  a s  t h e  u p p er p i t c h ,  c o n s t r u c t  th e  
fo llo w in g  i n t e r v a l s :  P 5 th ; m6t h ;  m3rd; M2nd;
M6t h ; m7th; P O c ta v e ; d 5 th ;  A 4th; m 3rd; m2nd; 
A 5 th ; A2nd; P 4 th ;  M7th.
4 . On t h e  s t a f f  b e lo w , com plete  th e  fo llo w in g  com­
pound i n t e r v a l s :
a .  Major 3 rd  (1 0 th )  above D.
b .  P e r f e c t  5 th  ( 1 2 t h )  above ftk.
c .  P e r f e c t  4 th  (1 1 th )  above B.
d .  Augmented 4 th  (1 1 th )  above C.
e .  Minor 2nd ( 9 th )  above E .
f .  Major 6t h  (1 3 th )  above Bb .
g .  Minor 3rd  (1 0 th )  above E ^.
h .  Major 2nd ( 9 th )  above A.
i .  D im inished 7 th  (1 4 th )  above C. 
j .  Minor 3rd  (1 0 th )  above A.
= f c = 1
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5 . U sing  m usic m an u scrip t p a p e r, w r i te  th e  in v e r s io n  
and a p p ro p r ia te  name fo r  each i n t e r v a l  shown in  
E x e rc is e  1 above.
6 . Where p o s s ib le ,  t h e  perfo rm er shou ld  p la y  a l l  o f  
th e  above e x e r c is e s  and use t h e  m elodic i n t e r v a l  
fo r  p r a c t ic e  p u rp o s e s .
Chord S tudy
G en era l C oncepts
A cho rd  i s  th e  s im u ltan eo u s sounding o f  th r e e  o r  more
p i tc h e s ,  w h ile  two p i tc h e s  sounded to g e th e r  a re  u s u a l ly  d e s ig
n a te d  as a harm onic i n t e r v a l . 1  A broken o r  a rp e g g ia te d  chord
2c o n s i s t s  o f  t h r e e  o r  more to n e s  sounded i n  r a p id  s u c c e s s io n .
A chord c o n s i s t in g  o f  th r e e  p i tc h e s  a t h i r d  (3 rd )  a p a r t  i s  
c a l le d  a t r i a d .  The t r i a d  i s  composed o f  t h r e e  p i tc h e s  r e p re  
se n ted  by th e  ro o t  (fundam en ta l o r  b u i ld in g  t o n e ) ,  th e  t h i r d ,  
and th e  f i f t h .  T r ia d s  a re  c o n s tru c te d  by s ta c k in g  t h i r d s  
( i n t e r v a l  p i tc h e s )  on to p  o f  each  o th e r  o r  on e v e ry  o th e r  
l i n e  o r  sp a c e .
^ A p e l, H arvard D ic tio n a ry  o f M usic . p .  162.
2
R o b ert W. O ttm an, E lem entary  Harmony (Englewood 
C l i f f s ,  N. J . :  P r e n t ic e - H a l l ,  1961), p . 8 .
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E x a m p le  1 1 .
.. . . .
T here a r e  fo u r  ty p e s  o f  t r i a d s  t h a t  a re  em phasized in
t h i s  d is c u s s io n .  These t r i a d  ty p e s  a r e :  m a jo r , m inor,
d im in ish e d , and augm ented. C o n sid e rin g  t h a t  any o f  th e s e  t r i a d  
ty p e s  can be s t r u c tu r e d  on any g iv en  p i tc h  ( th e  ro o t  n o te ) ,  
th e  fo llo w in g  p r in c ip le s  o f  t r i a d  c o n s tru c t io n  a re  o f f e r e d :
1 . A t r i a d  w ith  a m ajor 3rd  and a p e r f e c t  5 th  above 
t h e  r o o t  i s ' c a l le d  a m ajor t r i a d .
2 .  A t r i a d  w ith  a  m inor 3rd  and a p e r f e c t  5 th  above 
th e  ro o t  i s  c a l le d  a  m inor t r i a d .
. 3 .  A t r i a d  w ith  a minor 3rd and a d im in ish ed  5 th  above 
th e  r o o t  i s  c a l le d  a d im in ished  t r i a d .
4 . A t r i a d  w ith  a m ajor 3rd  and an augmented 5 th  
above th e  ro o t  i s  c a l le d  an augmented t r i a d .
Example 12 .
A nother p ro ced u re  used fo r  t r i a d  c o n s tru c t io n  i s  th e  
s ta c k in g  o f  m ajor and m inor t h i r d s  above th e  r o o t  n o te .  The 
same fo u r  t r i a d  q u a l i t i e s  r e s u l t  when th e  fo llo w in g  s t r u c tu r e s  
a re  em ployed:
M f t f O t  p l m u t s h e d  A U G titn J Ib d
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1 . When one m ajor t h i r d  (3 rd  o f  th e  c h o rd ) and one 
m inor t h i r d  (5 th  o f  th e  cho rd ) a re  c o n s tru c te d  
ahove th e  ro o t  n o te ,  r e s p e c t iv e ly ,  t h e  r e s u l t  i s  
a m ajor t r i a d .
2 . When one m inor t h i r d  (3 rd  o f  th e  ch o rd ) and one • 
m ajor t h i r d  ( 5t h  o f  th e  ch o rd ) a re  c o n s tru c te d  
above th e  ro o t  n o te ,  r e s p e c t iv e ly ,  t h e  r e s u l t  i s  
a m inor t r i a d .
3 . When two m inor t h i r d s  (3 rd  and 5 th  o f  th e  ch o rd )
a re  c o n s tru c te d  above th e  ro o t  n o te ,  r e s p e c t iv e ly ,
th e  r e s u l t  i s  a d im in ish ed  t r i a d .
4 . When two m ajor t h i r d s  (3 rd  and 5 th  o f  th e  ch o rd )
a re  c o n s tru c te d  above th e  ro o t  n o te ,  r e s p e c t iv e ly ,
th e  r e s u l t  i s  an augmented t r i a d .
The fo llo w in g  exam ples p ro v id e  v is u a l  c o n ce p ts  o f  th e  
fo u r  d i f f e r e n t  t r i a d  q u a l i t i e s  p re s e n te d  in  th e  above p ro c e d u re s .
Example 13,
(Major)
i g :
- 7 ^ 8 ---- „g. r — =i f -------—&— to 1 Pv---f*——&  —
Example 14 .
I — m —
ft  kg  i =& =
56
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E x te n s io n s  o f  S t r u c tu r e
The m ost b a s ic  harm onic  s t r u c tu r e  u sed  in  ja z z  im pro-
n
v i s a t i o n  i s  t h e  se v e n th  c h o rd . A se v e n th  cho rd  c o n s i s t s  o f  a 
t r i a d  p lu s  t h e  i n t e r v a l  o f  a se v e n th  above th e  r o o t  n o te  o f th e
9
t r i a d .  S in c e  t h i s  d i s c u s s io n  b a s i c a l l y  co n ce rn s harm onic  
s t r u c tu r e s  and th e  r e c o g n i t io n  o f  t h e s e  s t r u c t u r e s , a system  
o f  chord  sym bols u s in g  l e t t e r s  and A rab ic  num era ls i s  su ggested  
f o r  use  by t h e  im p ro v is e r .  The f i r s t  l e t t e r  o f  each  cho rd  sym­
b o l  i n d ic a t e s  th e  r o o t  n o te  upon w hich each  chord  i s  c o n s tru c te d , 
The r o o t - n o te  l e t t e r  sym bol a lo n e  in d ic a t e s  a m ajor t r i a d .  The
Mehegan, J a z z  Im p r o v is a t io n . I ,  11,
"O ttm an, E lem en tary  Harmony, p . 248.
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A ra b ic  num eral "7 11 i n d ic a te s  t h a t  an i n t e r v a l  a s e v e n th  above 
t h e  r o o t  n o te  h a s  been added t o  th e  t r i a d . C a p i ta l  "M" i n ­
d i c a t e s  t h a t  th e  added se v e n th  i s  a m ajo r i n t e r v a l ;  how ever, a 
low er ca se  "m" i n d i c a t e s  t h a t  th e  t r i a d  and th e  added se v e n th  
a r e  o f  "m inor” q u a l i t y .  I f  t h e  symbol in c lu d e s  o n ly  th e  r o o t -  
n o te  l e t t e r  and a  " 7 ,"  w ith o u t th e  "M" o r  "m ," th e n  i t  i s  
u n d e rs to o d  t h a t  t h e  t r i a d  i s  m ajo r and t h e  se v e n th  i s  m inor. 
T h e re fo r e ,  th e  fo l lo w in g  se v e n th  cho rds a r e  w r i t te n  and named 
a c c o rd in g  t o  t h e  c o n c e p ts  l i s t e d  below :
1 . M7 = m ajo r se v e n th  chord (m ajo r t r i a d  w ith  a m ajor 
s e v e n th  added above th e  r o o t ) .
2 . m7  -  m inor se v e n th  chord ( m inor t r i a d  w ith  a m inor 
s e v e n th  added above th e  r o o t ) .
3 . 7 = se v e n th  cho rd  o r  dom inant se v e n th  chord  (m ajor
t r i a d  w ith  a m inor se v en th  added above, th e  r o o t ) .
Sam ples o f  th e s e  s e v e n th  chord  ty p e s  a re  shown in  th e  
fo l lo w in g  ex am p le .
Exam ple 17.
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Two ty p e s  o f  d im in ish e d  se v e n th  cho rds a r e  p re s e n te d  
in  t h i s  t e x t .  The f i r s t  i s  t h e  h a lf -d im in is h e d  se v e n th  chord  
w hich c o n s i s t s  o f  a d im in ish e d  t r i a d  w ith  a m inor se v e n th  added 
above th e  r o o t  and  i s  i n d ic a te d  by th e  symbol " # 7 ,"  and th e  
second i s  t h e  d im in ish e d  s e v e n th  chord  w hich c o n s i s t s  o f  a 
d im in ish ed  t r i a d  w ith  a d im in ish e d  se v e n th  added above th e
7
r o o t  and i s  in d ic a te d  by t h e  symbol o 7 . The chord  symbol +5 
i s  used t o  i n d ic a t e  a dom inant sev en th  cho rd  w ith  an  augmented 
( r a i s e d )  f i f t h .  Samples o f  t h e s e  se v e n th  chord ty p e s  a re  shown 
i n  th e  fo llo w in g  exam ple.
Example 18 .
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O th e r se v e n th  chord  ty p e s  t h a t  d e v ia te  from  t h e  p r e ­
c e d in g  exam ples a r e  m inor t r i a d s  w ith  a  m ajo r s e v e n th  added 
above th e  r o o t s and dom inant sev en th  and m ajor se v e n th  chords 
w ith  a " f l a t t e d  f i f t h "  ( in d ic a te d  by b 5 ) .  Sam ples o f  th e s e  
s t r u c tu r e s  a r e  shown in  t h e  fo llo w in g  exam ple. The a c c id e n ta l  
sym bols (# ,  b ,fe$) a s s ig n e d  t o  th e  "7" conform  t o  t h e  a c c id e n ta l s  
u sed  in  th e  s t a f f  n o ta t io n  o f  th e  added se v e n th .
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E x a m p le  1 9 .
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A nother ch o rd  s t r u c tu r e  t h a t  i s  f r e q u e n t ly  used in  
ja z z  im p ro v isa tio n  i s  th e  s ix th  c h o rd . The tw o ty p e s  t h a t  
a re  employed a r e  t h e  m ajor s ix th  chord  and th e  m inor s ix th  
ch o rd - The m ajor s i x t h  chord i s  l i k e  th e  m ajor se v en th  chord 
s in c e  i t  u se s  a m ajo r t r i a d  fo r  th e  bottom  th r e e  p i tc h e s ,  b u t 
adds th e  to n e  r e p r e s e n t in g  a m ajor s ix th  i n t e r v a l  above th e  
ro o t  n o te .  A C -m ajor s ix th  chord (CM6 ) would be  s p e l le d  
C, E , G, A. The C -m inor s ix th  chord  (Cm6 ) would be s p e l le d  
C , E b , G, A •
Example 2 0 .
L C M b
i i g  -I- J t  1
b-ts-
N in th , e le v e n th ,  and t h i r t e e n t h  chords a r e  c o n s tru c te d
by th e  s u p e r im p o s it io n  o f  t h i r d  i n t e r v a l s  above th e  se v en th  
c h o rd , th e re b y  a d d in g  c o lo r  and a th ic k e r  t e x t u r e  t o  th e  
se v e n th  chord  w ith o u t changing i t s  f u n c t io n .  T h is  p r a c t ic e  i s
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commonly u sed  in  j a z z ,  s in c e  th e  e x te n s io n  o f  th e  se v en th  chord
1
p ro v id e s  more harm onic c h o ic e s  f o r  th e  im p ro v ise r .
In  r e l a t i o n  t o  compound i n t e r v a l s ,  t h e  i n t e r v a l s  o f  
th e  n in th ,  e le v e n th ,  and t h i r t e e n t h  co rre sp o n d  to  i n t e r v a l s  
o f  a second , f o u r th ,  and s i x t h ,  r e s p e c t iv e ly .  These su p erim ­
posed i n t e r v a l s  (9 , 1 1 , 13) can he a l t e r e d  j u s t  a s th e  t h i r d ,
2
f i f t h ,  and se v e n th  i n t e r v a l s  can  be a l t e r e d .  The fo llo w in g  
g u id e l in e s  a r e  p re s e n te d  as a p p ro p r ia te  c o n s t ru c ts  o f n i n th ,  
e le v e n th ,  and t h i r t e e n t h  c h o rd s .
(1 ) The l a s t  l e t t e r  t h a t  p reced es  th e  "9" in f lu e n c e s  
t h e  chord q u a l i ty  in  th e  same m anner t h a t  was 
d e sc r ib e d  in  th e  d is c u s s io n  o f  se v e n th  c h o rd s .
(2 ) I f  th e  "9" I s  a l t e r e d  by e i t h e r  a f l a t  s ig n  o r  a 
sh a rp  s ig n ,  th e n  th e  A rab ic  num eral "7" shou ld  be 
p la c e d  b e n ea th  th e  ” 9 ."
(3 )  When add ing  th e  e le v e n th  and t h i r t e e n t h  i t  i s  h e lp ­
f u l  t o  p la c e  t h i s  num eral above th e  ” 9" w ith  any 
a l t e r a t i o n s  ( f l a t s  o r  s h a rp s )  p la c e d  to  th e  l e f t
o f  th e s e  added i n t e r v a l s . The add ing  o f  "11" and 
"13" does n o t  a f f e c t  th e  sev en th  chord q u a l i ty  in  
t h e  same manner d e sc r ib e d  in  th e  "added n in th "  
p ro c e d u re .
(4 )  Remember t h a t  th e  sharped  e le v e n th  i s  enharm onic 
t o  th e  f l a t t e d  f i f t h  o f th e  c h o rd . I n d ic a te  th e  
f l a t t e d  f i f t h  benea th  th e  "7" o r  " 9 ,"  o r  w r i te  a 
sh a rp ed  e le v e n  (#1 1 ) above th e  n in e .
Sam ples o f  th e  superim posed I n t e r v a l s  a r e  shown a s
fo l lo w s :
i
C oker, Im p ro v is in g  J a z z , p . 63. 
2 I b i d .
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The fo llo w in g  c h o rd - to n e  c h a r t  o rg a n iz e s  th e  to n e s  
t h a t  com prise  m ajor se v e n th  chord  s p e l l i n g s ,  w ith  t h e  n i n th s ,  
e le v e n th s , and t h i r t e e n t h s  in d ic a te d  above each  s p e l l i n g .
1 3 th
(6 th)
A m Bb B C c# D D# Eb E F F# G G# Ab
1 1 t h
( 4 th )
F F# Gb G Ab A Bb B Cb C D D# Eb E Fb
9 t h
( 2 nd)
D D# Eb E F F# G G# Ab A Bb B C c # Db
7 t h B B# C c # D D# E E# F F # ’ G G# A A# Bb
5 t h G G# Ab A Bb B C c # Db D Eb E F F# Gb
3rd E E# F F# G G# A A# Bb B C e# D D# Eb
( 1 ) *  
R oot /
■ c c# Db D Eb E F F# Gb G Ab A Bb B Cb
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E v a lu a t iv e  E x e rc is e s
1 .  U sing  t h e  in fo rm a tio n  and exam ples p re s e n te d  in  th e  
d is c u s s io n  r e g a rd in g  chord s t r u c t u r e s ,  r e c i t e  and 
w r i te  a l l  se v en th  and n in th  chord  s t r u c tu r e s  b u i l t  
on each  r o o t  n o te  g iv e n  in  th e  "c h o rd - to n e  c h a r t . "
2 . W rite  t h e  a p p ro p r ia te  chord sym bols above each  o f  
t h e  fo l lo w in g  c h o rd s .
— +
— L4 S - d - t e f — s —
— ------
— t
-4 b
3 . U sing  t h e  fo llo w in g  exam ple, you sh o u ld  be a b le  
t o  r e c i t e ,  w r i t e ,  and p la y  th e  p i tc h e s  w hich com­
p r i s e  t h e  chords t h a t  a re  p ro v id e d . The s la n te d  
l i n e s  ( / )  drawn below  each cho rd  symbol r e p r e s e n t  
one b e a t  e a c h .
FM7_— /-■/ ■ - FM!7__ ,—f~t /  / R1— /T M —
, A 3
/Ttrtr±.
1 E - • /  /  / - / ----- t l-t-L _|—l—L-t—i--- j-
F
I
.../7».7-----
j —t— / DT . _— / ~t /~ /— DT—/  ' "/ 7~
G'Ynl
- rr-f^t-— :/  / /  r  — /  / - / - / — /  /  /  / -------- / --------
b  / 7 / y —
D -m T
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4 . Upon co m ple tion  o f  th e  above e x e r c i s e s ,  th e  p e r ­
form er shou ld  p la y  c h o rd -to n e  v a r i a t io n s  t h a t  con­
form to  th e  p i tc h e s  com prised in  th e  cho rds o f 
E x e rc ise  3 . The rhy thm ic  com plex ity  o f  th e s e  
e x e rc is e s  shou ld  no t exceed e ig h th -n o te  rh y th m s.
S c a le  Types
G en era l C oncents
The knowledge and a p p l ic a t io n  o f  t h e o r e t i c a l  fundam entals 
and th e  developm ent o f  t e c h n ic a l  f a c i l i t y  a re  im p o rtan t a sp e c ts  
o f  ja z z  im p ro v isa tio n . The study  o f  s c a le  ty p e s  and t h e i r  
r e l a t i o n s h ip s  t o  harm onies used in  ja z z  im p ro v isa tio n  appears  
t o  be a n e c e s s i ty  f o r  t h e  im p ro v ise r who a s p i r e s  t o  o b ta in  
s a t i s f a c t o r y  r e s u l t s  in  t h i s  perform ance id iom . Coker reg a rd ed  
th e  knowledge o f  s c a le  ty p e s  t h a t  f i t  t h e  v a r io u s  chord s t r u c ­
t u r e s  a s  b a s ic  t o  th e  im p ro v is e r 's  t o o l s  o f  ja z z  im p ro v isa to ry
i
p e rfo rm an c e . Baker s t a t e d  t h a t :
The te c h n iq u e  o f  c o n s t r u c t in g ,  c h o o sin g , and u s in g  s c a le s  
i s  one o f  th e  most im p o rtan t s k i l l s  o f  th e  im p ro v ise r .
In  a d d i t io n  to  th e  many s c a le s  a lr e a d y  a v a i l a b l e ,  th e
1
C oker, Im p ro v is in g  J a z z , p .  4*
64
ja z z  p la y e r  i s  ex p ec ted  t o  be a b le  t o  c o n s tru c t  a d d i­
t i o n a l  s c a le s  to  f i t  h i s  p a r t i c u l a r  needs .*■
An in v e s t ig a t io n  o f t h e o r e t i c a l  w r i t in g s  and th e  
r e c a l l i n g  o f  p e rs o n a l  e x p e rie n c e s  w ith  ja z z  im p ro v isa to ry  p e r ­
form ance r e v e a le d  t h a t  th e  fo llo w in g  s c a le s  used in  ja z z  should  
be in c lu d e d  i n  t h i s  re v ie w .
1 . T onal Types
a .  Major Forms
b .  Minor Forms
c .  D im inished Forms
d . Whole-Tone Forms
e .  C hrom atic Form
2 . Modal Types
a . Io n ian
b . D orian
c . P hryg ian
d .  L ydian
e .  M ixolydian
f .  A eo lian
g .  L o c rian
3 . P e n ta to n ic  Types
a .  T onal
b .  S em itona l
c .  B lues (A fr ic a n )
The s c a le  t h a t  i s  c o n s id e re d  to  be id io m a tic  t o  b lu e s  
harm onies w i l l  be in tro d u c e d  in  th e  d is c u s s io n  re g a rd in g  b lu es  
fu n d a m e n ta ls . The fo llo w in g  p r e s e n ta t io n  w i l l  rev iew  th e  
s c a le  ty p e s  l i s t e d  in  th e  o u t l in e  above and w i l l  c i t e  b a s ic  
co n cep ts  o f  s c a le  c o n s t ru c t io n  r e l a t i n g  t o  d i f f e r e n t  s c a l e -  
to n e s  com prised  in  s p e c i f i c  s c a le  s t r u c tu r e s .
1
D avid B aker, J a z z  Im p ro v isa tio n  (C hicago : Downbeat/
Music Workshop P u b l ic a t io n s ,  1 9 6 9 ), p . 53.
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The u se  o f  t h e  te rm  ’’mode" and i t s  c o n n o ta t io n  h a s
been  and rem ain s  a s  a s u b je c t  f o r  d e b a te  among ja z z  m u s ic ia n s .
A pel s t a t e d  t h a t  "m ode," i n  t h e  w id e s t s e n s e  o f  t h e  word.,
d e n o te s  t h e  s e l e c t i o n  o f  to n e s  o r  p i tc h e s  a rra n g e d  in  a s c a le
t h a t  fo rm  th e  b a s ic  t o n a l  s u b s ta n c e  o f  a m u s ic a l  a rra n g e m e n t
o r  c o m p o s it io n . I n  a n a rro w e r  s e n s e ,  t h e  te rm  "mode" r e f e r s
o n ly  t o  th o s e  s c a l e s  t h a t  can  be c h a r a c te r i z e d  a s  t h e  m ed iev a l
c h u rc h  m odes, such  a s  I o n i a n ,  D o r ia n , P h ry g ia n , L y d ia n , M ixo ly -
d ia n ,  and A e o l ia n . 1  I t  i s  w ith  s p e c i f i c  r e f e r e n c e  t o  t h e s e
s c a le  ty p e s  t h a t  t h e  te rm s  "m ode," "m o d a l,"  and " m o d a lity "  a re
u s e d . The te rm s  " to n a l "  and " p e n ta to n ic "  ( f i v e - t o n e s )  a re
u se d  in  t h e s e  d is c u s s io n s  t o  d e s c r ib e  s c a l e  ty p e s  t h a t  a r e
r e l a t e d  t o  m ajo r o r  m inor k e y - c e n t e r s .
A’ s c a le  i s  a s e r i e s  o f  a sc e n d in g  o r  d e sc e n d in g  p i tc h e s
u s in g ,  i n  a p r e s c r ib e d  o r d e r ,  t h e  l e t t e r  names o f  th e  m u s ic a l
2a lp h a b e t ,  b e g in n in g  on any one l e t t e r .  The number o f  p i tc h e s  
and t h e  d i s t a n c e s  betw een  them  v a ry  a c c o rd in g  t o  t h e  p a r t i c u l a r  
ty p e  o f  s c a l e .  I n  t h i s  d i s c u s s i o n ,  a l l  s c a le s  w i l l  span  one 
o c ta v e  a l th o u g h  t h e  p e rfo rm e r  may expand them  t o  tw o o c ta v e s  
when he  c o n s id e r s  i t  t e c h n i c a l l y  f e a s i b l e .
T o n a l M odels and C o n s t r u c t io n  C oncen ts
M aior s c a l e . T h is  s c a l e  c o n s i s t s  o f  a  s e r i e s  o f  e ig h t  
to n e s  ( to n e  8 b e in g  a r e p e t i t i o n  o f  to n e  1 ) c o n ta in in g  a l l
^ f lp e l ,  H arv ard  D ic t io n a r y  o f  M u s ic , p .  535 .
2O ttm an , E le m e n ta ry  Harmony, p .  3 .
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w h o le -s te p s  e x ce p t f o r  h a l f - s t e p s  betw een th e  t h i r d  and fo u r th  
and th e  se v e n th  and e ig h th  to n e s  o f t h i s  s c a le .  The r e l a t i o n ­
sh ip  betw een th e s e  e ig h t  s c a le - to n e s  i s  as  fo llo w s  ( 1  = w ho le- 
s t e p ,  1 / 2  = h a l f - s t e p ) .
Example 22 .
-0~  ^5“
In  m ajor s c a le s  o th e r  th a n  C m ajo r, i t  i s  n e c e ssa ry  t o  
a l t e r  c h ro m a tic a l ly  (by  u s in g  sharp s o r  f l a t s )  c e r t a i n  s c a le  
to n e s  in  o rd e r  t o  r e t a i n  th e  p ro p er w h o le -s tep  and h a l f - s t e p  
r e l a t i o n s h i p s .  These r e l a t i o n s h ip s  a re  i l l u s t r a t e d  in  th e  f o l ­
low ing exam ple.
Example 2 3.
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M inor s c a l e s . These s c a le s  c o n s is t  o f  a  s e r i e s  o f
e ig h t  to n e s  ( to n e  8 b e in g  a r e p e t i t i o n  o f  to n e  1 ) in  which th e
r e l a t i o n s h i p  betw een su c c e ss iv e  to n e s  d i f f e r s  from  t h a t  o f  th e
2m ajor s c a l e . T here a r e  th r e e  forms o f  minor s c a l e s .
1 .  Pure ( n a tu r a l )  m inor s c a l e . The r e l a t io n s h ip  
betw een su c c e s s iv e  to n e s  i s  as fo llo w s :
1
O ttm an, E lem entary  Harmony, p .  3.
2 I b i d . .  p . 4 .
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Harm onic m inor s c a l e . The harm onic  form  o f  t h e  
m inor s c a l e - i s  s i m i l a r  t o  t h e  p u re  m inor fo rm , 
e x ce p t f o r  th e  s e v e n th  s c a le - to n e  b e in g - r a i s e d  one 
h a l f - s t e p .  T h is  r e s u l t s  i n  a d i s ta n c e  o f  1 1 /2  
s te p s  be tw een  s c a le - to n e s  s i x  and seven  and a _ 
h a l f - s t e p  betw een  s c a le - to n e s  sev en  and e i g h t .
The h a rm o n ic  m inor s c a le  i s  shown in  t h e  fo llo w in g  
exam ple .
Exam ple 2 5 .
3 . M elodic m ino r s c a l e . The a sc e n d in g  form  o f  th e  
m elod ic  m ino r s c a l e  i s  s im i l a r  t o  t h e  p u re  m inor 
fo rm , e x c e p t f o r  th e  s i x t h  and se v e n th  s c a le - to n e s  
b e in g  r a i s e d  o n e - h a l f  s t e p  e a c h . The d e sc e n d in g  
form  o f  t h e  m elo d ic  m inor s c a le  i s  th e  same a s  th e  
p u re  m inor s c a l e .  The m elo d ic  m inor s c a le  i s  shown 
in  th e  fo l lo w in g  exam ple .
Example 2 6 .
:|A  A. 1 \  I  k ' x A  A  f t 1
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4 . D im in ish ed  s c a l e . T h is  s c a le  i s  com prised  o f  n in e  
s u c c e s s iv e  to n e s  ( to n e  9 b e in g  a r e p e t i t i o n  o f  
to n e  1 ) w hich  i s  s t r u c tu r e d  in  a s e r i e s  o f  a l t e r ­
n a t in g  w h o le - s te p s  and h a l f - s t e p s .  By d is p e n s in g
^O ttm an , E le m e n ta ry  Harm ony, p .  4.
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w ith  enharm onic  s p e l l i n g s  su ch  as C #, F E | ,  and 
B*3 A#, t h r e e  d i f f e r e n t  d im in ish e d  s c a l e s  can he 
c o n s t r u c te d .  1 See Exam ple 2 7 a . Exam ple 27b i s  an  
i l l u s t r a t i o n  o f  th e  h a l f - d im in is h e d  s c a l e .  The 
h a l f - d im in i s h e d  d i f f e r s  from  th e  d im in ish e d  s c a le  
s in c e  t h e  h a l f - s t e p  i n t e r v a l s  o c c u r  b e tw een  s c a l e - 
to n e s  one and two and betw een  s c a l e - to n e s  fo u r and 
f i v e .
Exam ple 2 7 a .
i i ' h  ! . . j f c f r i v -  *
£
- e -  *
O
Exam ple 27b .
The in c r e a s e d  u sag e  and p o p u la r i ty  o f  t h e  d im in ish e d  
s c a l e  i n  j a z z  to d a y  prom pted  th e  i n c lu s io n  o f  t h i s  s c a le - ty p e  
in  t h i s  re v ie w . C oker s t a t e d  t h a t  " th e  d im in ish e d  s c a l e  .de­
r i v e s  i t s  name from  t h e  d im in ish e d  s e v e n th  c h o rd . A nother
so u rc e  r e f e r r e d  t o  th e  " a r t i f i c i a l  s c a le "  o f  w hich  i t s  in v e n -
3
t i o n  was c r e d i t e d  t o  R im sky-K orsakov . From t h e  C d im in ish e d  
s c a l e  p r e s e n te d  in  Exam ple 2 6 , th e  l e t t e r  names o f  t h e  whole 
n o te s  s p e l l  a d im in ish e d  s e v e n th  ch o rd  on C (C , E*5, G^, B ^ )
C o k e r, Im p ro v is in g  J a z z , p .  51 .
2 I b i d »  ^ p • 5 *
^K enneth B. K la u s , The R om antic  P e r io d  in  M usic 
(B o s to n : A lly n  and B acon , I n c . ,  1 9 7 0 ) , p .  1 1 2 .
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and th e  s p e l l i n g  o f a E> d im in ish ed  se v e n th  chord (D, F , C*5) 
can  he d e riv e d  from th e  l e t t e r  names o f  th e  q u a r t e r - n o te s . 
A lthough  chord  fu n c tio n s  a r e  n o t in c lu d ed  w ith in  th e  scope  o f 
t h i s  re v ie w , i t  shou ld  be p o in te d  o u t t h a t  ’’th e  d im in ish ed  
se v e n th  chord  can r e s o lv e  t o  alm ost any chord  and sound re a s o n ­
a b ly  a c c e p ta b le ," 1  th e r e f o r e  em phasizing  th e  im portance  and 
v e r s a t i l i t y  o f  th e  d im in ish ed  s c a le  in  j a z z  im p ro v is a tio n .
W hole-tone s c a l e . T h is  s c a le  c o n s i s t s  o f whole to n e s  
(w h o le -s te p s )  o n ly ,  u s in g  s i x  d i f f e r e n t  to n e s  t o  th e  o c ta v e .
By d isp e n s in g  w ith  enharm onic s p e l l in g s  o n ly  two such s c a le s  
can  be c o n s t r u c te d .  They a re  s p e l le d :  C, D, E , F#, G#, B , C
and D^, E ^, F , G, A, The w h o le -to n e  s c a le  la c k s  th r e e
fundam en ta l in te r v a l s  o f  t r a d i t i o n a l  m u sic , th e  p e r f e c t  f i f t h ,  
p e r f e c t  f o u r th ,  and le a d in g  to n e  (se v e n th )  s c a le  d eg ree  o n e - 
h a l f  s te p  below  th e  k e y -n o te  o r  t o n i c .  Owing t o  th e  p resen ce  
o f  o n ly  one k in d  o f  i n t e r v a l ,  th e  w h o le -to n e  s c a le  co m p le te ly  
l a c k s  th e  f e e l in g  o f  c e n t r a l i z a t i o n  (k e y -n o te  o r  t o n i c )  t h a t ,  
i n  th e  s c a le s  p re v io u s ly  c i t e d  o r  in  church  modes ( to  be d i s ­
cu ssed  l a t e r ) ,  i s  in d ic a te d  by th e  p re se n c e  o f  a s p e c i f i c  k ey - 
2
n o te  o r  t o n i c .  The fo llo w in g  example p ro v id es  a v i s u a l  sample 
o f  th e  w h o le -to n e  s c a le s  m entioned above.
1 C o k er, Im provising- J a z z , p . 51.
2
A p e l, H arvard D ic tio n a ry  o f M usic , p . 92 5.
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Example 2 8 .
i l l 1 i (___________ l I I / 1 A
C hrom atic s c a l e . T h is  s c a le  i s  c o n s tru c te d  e x c lu s iv e ly
/
o f  h a l f - s t e p s . By su b d iv id in g  each w h o le -s te p  in to  two h a l f - 
s t e p s ,  e . g . ,  o f  F G i n to  F-F# and F# G, each o c ta v e  ( s ix  w hole- 
s te p s )  w i l l  produce tw e lv e  h a l f  - s te p s  ."** The ch rom atic  s c a le  
i s  shown in  th e  fo llo w in g  exam ple.
Example 29 .
^ . 0 ^ 0 °  ---------------------------------------------V-G&O
Modal Models and C o n s tru c tio n  C oncepts
The church  modes ro o te d  in  m ed ieval m usic r e p r e s e n t  one
2
o f  th e  m ost im p o rta n t s c a l i c  e lem en ts  o f ja z z  im p ro v is a tio n . 
These modal s c a le - ty p e s  a re  f r e q u e n t ly  used in  ja z z  m elodic 
developm ent."^ E xperienced  ja z z  im p ro v ise rs  o f te n  r e l a t e  th e  
d i f f e r e n t  modal s c a le s  t o t h e  m ajor s c a le  r e p r e s e n t in g  a m ajor 
key  s ig n a tu r e .  I t  i s  from  t h i s  m ajor s c a le  r e l a t i o n s h ip  t h a t  
th e  fo llo w in g  e x p o s i t io n  o f  modal s t r u c tu r e s  a r e  in tro d u c e d  to  
th e  p e rfo rm e r. The mode names a re  borrowed from  th o se  " th e o ­
r e t i c a l l y  re c o g n iz e d  in  th e  Dodecachordon (sy s tem  o f  12 m odes)
^A p el, H arvard  D ic tio n a ry  o f  M usic, p .  164. 
o
Mehegan, J a z z  Im p ro v is a t io n , p . 82.
^K onow itz, J a z z  Im p ro v isa tio n  a t  th e  P ia n o , p . 127 .
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o f  G la reanus in  1547 ,"  a s  th e  a u th e n tic  modes. The seven
modal sca le -nam es in c lu d e d  in  t h i s  d is c u s s io n  a re  Io n ia n ,  
D o rian , P h ry g ia n , L y d ian , M ixo lyd ian , A e o lia n , and L o c r ia n . 
The fo llo w in g  c h a r t  i l l u s t r a t e s  th e  a u th e n tic  church  modes 
found in  th e  key  o f  C m ajo r:
Io n ia n  mode. T h is modal s c a le  i s  s t r u c tu r e d  i d e n t i ­
c a l l y  th e  same as a m ajor s c a le  (se e  Example 2 2 ) , w ith  h a l f -  
s te p s  o c c u r r in g  betw een s c a le - to n e s  th r e e  and fo u r  and betw een 
seven  and e i g h t . H a lf - s te p s  a re  in d ic a te d  (A) in  a l l  o f  th e  
fo llo w in g  modal ex am p les .
h a l f - s t e p s ,  w ith  th e  h a l f - s t e p s  o c c u rr in g  between s c a le - to n e s  
two and th r e e  and betw een s ix  and se v en , and i s  shown in  th e  
fo llo w in g  exam ple.
Example 30.
Scale-K ey Mode D isplacem ent
CM
CM
CM
CM
CM
CM
CM
P hryg ian
Lydian
M ixolydian
A eo lian
L o c rian
Io n ia n
D orian
1-1  (C-C)
2-2 (D-D)
3-3 (E-E)
4 -4  (F -F )
5-5 (G-G)
6 - 6  (A-A)
7-7  (B-B)
D orian  mode. T h is  modal s c a le  'c o n s is t s  o f  w hole- and
A. W estrup and F. L. H a r r is o n , The New C o lle g e  
E ncyc loped ia  o f  Music (New York: W. W. Norton & C o ., I n c . ,
1 9 6 0 ), p . 430.
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Phrygian  mode. T h is modal s c a le  c o n s i s t s  o f  w hole- and 
h a l f - s t e p s ,  w ith  th e  h a l f - s t e p s  o c c u rr in g  betw een s c a le - to n e s  
one and two and betw een f iv e  and s i x ,  and i s  shown in  th e  f o l ­
low ing exam ple.
Example 31.
k
/•T-
m
Lydian mode. T h is modal s c a le  c o n s i s t s  o f  w hole- and 
h a l f - s t e p s ,  w ith  th e  h a l f - s t e p s  o c c u rr in g  betw een s c a le - to n e s  
fo u r and f iv e  and betw een seven  and e i g h t ,  and i s  shown in  th e  
fo llo w in g  exam ple.
Example 32.
' i t
M ixolydian  mode. T h is  modal s c a le  c o n s i s t s  o f  whole -  
and h a l f - s t e p s ,  w ith  th e  h a l f - s t e p s  o c c u rr in g  betw een s c a le -  
to n e s  th r e e  and fo u r  and betw een s ix  and sev en , and i s  shown 
in  th e  fo llo w in g  exam ple.
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E xam p le  3 3 .
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&
A eolian  mode. T h is modal s c a le  c o n s is t s  o f w hole- and 
h a l f - s t e p s ,  w ith  th e  h a l f - s t e p s  o c c u rr in g  betw een s c a le - to n e s  
two and th r e e  and betw een f iv e  and s i x ,  and i s  shown in  th e  
fo llo w in g  exam ple .
Example 34.
IS
a t  ' t
L o crian  mode. T h is modal s c a le  c o n s i s t s  o f  w hole- and 
h a l f - s t e p s ,  w ith  th e  h a l f - s t e p s  o c c u rr in g  betw een s c a le - to n e s  
one and two and betw een fo u r  and f i v e , and i s  shown in  th e  
fo llo w in g  exam ple .
Example 35.
) ‘A k
^  < A >  °  °-rr o
P e n ta to n ic  Models and 
C o n s tru c tio n  C oncepts .
A p e n ta to n ic  s c a le  i s  one t h a t  c o n ta in s  f iv e  to n e s  t o
th e  o c ta v e . A pel c i te d  th r e e  g e n e ra l  ty p es  o f  p e n ta to n ic
s c a le s :  t o n a l ,  se m ito n a l, and Jav an ese  s le n d ro . The to n a l
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p e n ta to n ic  s c a le  i s  a f iv e - to n e  s c a le  t h a t  h as no se m ito n es  
( h a l f - s t e p s ) , i . e . ,  C D F G A C. By u s in g  each to n e  as a 
t o n i c ,  f iv e  d i f f e r e n t  s c a le s  can  be d e r iv e d  from  th e s e  to n e s ,
e . g . ,  C D F  G A C , D F G A C  D,  F G A C D F ,  GA C D F G ,  
and A C D F G A. The s e m ito n a l p e n ta to n ic  s c a le  r e s u l t s  from  
o m it t in g  s p e c i f i c  to n e s  o f  th e  d ia to n ic  s c a l e .  The to n e s  
o m itte d  a r e  th e  f o u r th  and s ix th  to n e s  o r  th e  second  and f i f t h  
to n e s :  ( l ) C D E G B C o r  (2 )  C E F A B C, r e s p e c t iv e ly .  The
Ja v a n e se  s le n d ro  (som etim es c a l le d  "p e n ta p h o n ic ” ) i s  a p e n ta ­
to n ic  s c a le  w ith  e q u id i s t a n t  s te p s  r e q u i r in g  s p e c i a l  tu n in g  
p ro c e d u re s .b
S c h u l le r  su g g e s te d  th e  e x is te n c e  and u se  o f th e  A fr ic a n
( " b lu e s " )  p e n ta to n ic  s c a le  a s  a su p e r im p o s it io n  on th e  E uropean  
2
d ia to n ic  s c a l e .  The t o n a l  c o m b in a tio n s  c o n ta in e d  i n  th e  
A fr ic a n  p e n ta to n ic  s c a le s  a re  c h a r a c te r iz e d  by f iv e - to n e  
o c ta v e s ,  e . g . ,  (1 ) C D Eb G Bb , (2 ) C Eb F G A, and (3 )
C D E G A . 3
P e n ta to n ic  s c a le s  can be s t r u c tu r e d  in  v a r io u s  p i tc h  
se q u e n c e s . The fo llo w in g  exam ples d i s p la y  th e  p e n ta to n ic  
s c a le s  s e l e c te d  f o r  u se  in  t h i s  in t r o d u c to r y  t e x t .  These 
s e le c te d  s t r u c tu r e s  in c lu d e  th e  t o n a l  p e n ta to n ic  s c a l e s ,
bA p e l, H arvard  D ic tio n a ry  o f  M usic , pp . 652-653 .
2 S c h u l i e r ,  E a r ly  J a z z , p .  47 .
Rose B ra n d e l, " A f r ic a ,"  in  H arvard  D ic tio n a ry  o f  
M usic , e d . by W il l i  A pel (2nd e d . r e v . ;  C am bridge, M ass.:
The B elknap P re s s  o f  H arvard  U n iv e r s i ty  P r e s s ,  1 9 6 9 ), p .  20 .
se m ito n a l p e n ta to n ic  s c a l e s ,  and th e  A frica n  p e n ta to n ic  sc a le s  
which w i l l  be r e f e r r e d  to  as th e  ’’b lu e s 11 p e n ta to n ic  s c a le s .
The f i r s t  to n e  (1 ) i n  each i n i t i a l  m easure o f  each s c a le  cho ice  
should  be reg a rd ed  as th e  to n ic  o r  k e y -n o te , and sh o u ld  c o r r e ­
spond t o  t h e  a p p ro p r ia te  le t te r -n a m e  o f  th e  k ey . The fo llo w in g  
exam ples o f f e r  a v i s u a l  d is p la y  o f  th e  p e n ta to n ic  s c a le  s t r u c ­
tu r e s  em phasized in  th e  above d is c u s s io n .  The i n t e r v a l l i c  r e l a ­
t io n s h ip s  betw een each  to n e  (w hole- and h a l f - s t e p s )  a r e  excluded 
from th e s e  exam ples.
Example 36 .
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The p ro ce d u re s  used  fo r  t r a n s p o s in g  modal and p e n ta to n ic  
s c a le s  t o  v a r io u s  m ajor keys w i l l  be g iv en  in  a l a t e r  d is c u s s io n  
i n  t h i s  t e x t .  In  th e  p rev io u s  d i s c u s s io n s ,  chord ty p e s  and 
t h e i r  a p p ro p r ia te  chord  symbols p ro v id ed  th e  p e rfo rm er w ith  a 
v e r t i c a l  p e r s p e c t iv e  o f  v a r io u s  harm onic s t r u c tu r e s  t h a t  a re  
used  in  j a z z .  A h o r iz o n ta l  o r l i n e a r  p e rs p e c t iv e  o f  d i f f e r e n t  
s c a le  ty p e s  ( e . g . ,  t o n a l ,  m odal, and p e n ta to n ic )  used in  ja z z  
w ere rev iew ed  s in c e  th e y  r e p re s e n t  an im p o rtan t s c a l i c  r e p e r ­
t o i r e  f o r  b u i ld in g  m elod ic  fo u n d a tio n s  and d e v e lo p in g  t h e o r e t i c a l  
and t e c h n ic a l  f a c i l i t y .  The a p p l ic a t io n  o f  s c a l i c  re s o u rc e s  t o  
chord  s t r u c tu r e s  r e p r e s e n ts  an im p o rtan t te c h n iq u e  in  th e  
p ro c e ss  o f  ja z z  im p ro v is a t io n . The fo llo w in g  c h o rd -s c a le  c a t a ­
lo g u e  i s  a c h a r te d  summary o f  s ix th  and se v en th  chord ty p e s  in
77
r o o t  p o s i t io n ,  w ith  th e  a p p ro p r ia te  s c a le  ty p e s  t h a t  can be 
c o n s id e re d  m e lo d ic a lly  a d a p ta b le  t o  th e s e  c h o rd s . T h is c a t a ­
lo g u e  should  be used by th e  p e rfo rm er fo r  q u ic k  re fe re n c e  when 
c o n fro n te d  w ith  s c a le  s e l e c t io n  d u rin g  a ja z z  im p ro v isa tio n  
p e rfo rm an c e .
•t , ■ ■
C h o rd -S ca le -C a ta lo g u e
Chord Type Chord Symbol S ca le -T ype  C hoices
M ajor S eventh M7 .
M ajor; Io n ia n  and L ydian  
Modes ; T onal P e n ta to n ic ; 
S em itona l P e n ta to n ic  (1 ) 
and (2 )
M ajor S ix th M6
■ M ajor; Io n ia n  and L ydian  
Modes; B lues P e n ta to n ic  
(3)
M inor S ix th m6
M elodic Minor (a sc e n d in g )  
D orian Mode; B lues P e n ta ­
to n ic  ( 2 )
M inor Seventh  (w ith  
m ajor s e v e n th ) m#7 o r  m7
M elodic Minor (a sc e n d in g ) 
Harmonic Minor
M inor Seventh m7
D o ria n ,P h ry g ia n , and 
f le o lia n  Modes; B lues 
P e n ta to n ic  (1)
Dominant S even th
Dominant S even th  (w ith  
augmented f i f t h )
7
7
+5
M ixolydian Mode; B lues 
P e n ta to n ic  (2 )
W hole-tone
Dominant S even th  (w ith  
■ d im in ish ed  f i f t h )
7
b5 W hole-tone
D im inished  S even th 07 D im inished
H a lf-D im in ish ed  Seventh 07 H a lf-D im in ish ed ; L o c ria n
D im inished  S ev en th  (w ith  
m ajor se v e n th ) o#7 o r  o7
Mode
D im inished
M ajor Seventh  (w ith  
d im in ish ed  f i f t h )
7
Mb5 L ydian Mode
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E v a lu a t iv e  E x e rc is e s
1 . U sing m usic  m a n u sc rip t p a p e r , s p e l l  th e  fo llo w in g  
se v e n th  and s ix th  ch o rd s by w r i t in g  th e  a p p ro p r ia te  
cho rd  to n e s  fo r  each  o f  th e  fo llo w in g  chord  sym bols. 
These ch o rd  ty p e s  fo llo w  th e  o rd e r  t h a t  i s  p re s e n te d  
in  th e  Chord -S c a le -C a ta lo g u e . (N ote: The C#, Cb
and F# c h o rd s  have been  o m itte d  s in c e  th e y  a re  
enharm onic t o  th e  Db , B, and Gb c h o rd s , r e s p e c t i v e l y . )
a .  M ajor se v e n th  (M7): CM7, FM7, BbM7, EbM7,
AbM7, DbM7, GbM7, BM7, EM7 , AM7, DM7, GM7.
b .  M ajor s i x t h  (M6): CMS, FM6, BbM6, E ^ S ,  AbM6, 
DbM6, G^M6, BM6, EM6, AM6, DM6, GM6.
c .  M inor s i x t h  (m 6): Cm6, Fm6, B^m6, Ebm6, Abm6, 
Dbm6, G^mS, BmS, Em6, Am6, Dm6, GmS.
d .  M inor s e v e n th , w ith  m ajor se v e n th  (m#7 o r  m 7 ) ;
Cm 7 ,  Fm 7 ,  Bbm 7 , E^m 7 ,  Ahm 7 , Dbm 7 ,  Gbm 7 ,
Bm#7, Em#7, Am#7, Dm#7, Gm#7.
e .  M inor se v e n th  (m 7): Cm7, Fm7, Bbm7, Ebm7,
Abm7 , Dhm7, Gbm7, Bm7, Em7 , Am7, Dm7, Gm7 .
f . Dominant se v e n th  (7 ) :  C7, F7 , B^7 , Efi7 ,  Ab7 ,
D 7 ,  Gb7 , B7, E 7, A7, D7, G7.
7 7
g .  Dominant s e v e n th ,  w ith  augmented f i f t h  (+ 5 ): C+5,
7 *  7 7 7 7 7 7 7
F+5, B +5, Eb+ 5 , Ab +5, D^+5, GD+5, B+5, E+5,
7 7 7
A+5, D+5 , G+5 .
7
h .  Dominant s e v e n th , w ith  d im in ish e d  f i f t h  (b 5 ) :
7 7  7 7 7 7 7 7
Cb5, Fb5 , Bbb 5 , Ebb 5 , Abb 5 , D1^ ,  Gbb 5 , Bb5,
7 7 7 7
E b5, Ab5, Db5, Gb5.
i .  D im in ished  s e v e n th  (o 7 ) :  Co7, Fo7, B^o7, E ^o7,
Abo 7 ,  Dbo 7 , Gbo7, Bo7, E o7, Ao7, Do7, Go7.
j .  H a lf -d im in is h e d  se v e n th  (0 7 ) :  C07, F07, Bb0 7 ,
E*>07, A^07, Db0 7 , Gb0 7 , B07, A07, D07, G07.
k .  D im in ished  s e v e n th ,  w ith  m ajor se v e n th  (o#7 o r  
o 7 ) :  Co7, F o7 , Bbo 7 , Ebo 7 , A V 7 , Dbo 7 , Gbo 7 ,
Bo#7, Eo#7, Ao#7, Do#7, Go#7.
7 9
7
1 . M ajor s e v e n th , w ith  d im in ish e d  f i f t h  (Mb5):
7 7 7 7 7 7
CMbS, FMb5, BbMb5, EbMb5, A ^ b S , DbMb5,
. 7 7 7 7 7 7
GbMb5, BMb5, EMbS, AMb5, DMb5, GMb5.
2 . P la y  each  o f  th e  cho rd  ty p e s  l i s t e d  in  E x e rc is e  
Number 1  i n  an  a rp e g g ia te d  m anner, spann ing  one 
o c ta v e . The p e rfo rm er shou ld  e i t h e r  s l u r  th e  
chord  to n e s  o r  use  th e  le g a to  s t y l e  f o r  to n g u in g  
each  t o n e .  P lay  th ro u g h  each  c h o rd -ty p e  sequence  
( a . ,  b . ,  c . ,  e t c . )  a t  a slow  tempo g r a d u a l ly  i n ­
c re a s in g  th e  tempo as f a m i l i a r i t y  becomes th e  r u l e  
r a t h e r  th a n  th e  e x c e p tio n .
3 . W rite  th e  d i f f e r e n t  s c a le  ty p e s  l i s t e d  in  th e  
C h o rd -S c a le -C a ta lo g u e ; th e n ,  p la y  each  s c a le  ty p e ,  
a p p ly in g  them  t o  th e  cho rd  symbols g iv e n  in  E x e r­
c i s e  Number 1 .
4 . W rite  th e  a p p ro p r ia te  chord  to n e s  and accom panying 
s c a le  ty p e s  t h a t  comply w ith  th e  fo llo w in g  chord  
p ro g re s s io n .
C M 7  FI cm  Cl
$
FI F i  C h i  c m
G 7 G-7 c m h  c m
i s
5 . Upon c o m p le tio n  o f  E x e rc is e  Number 4 , p la y  th e
cho rds in  an a rp e g g ia te d  manner and t h e  s c a le  ty p e s  
t h a t  w ere su g g e s te d  a s  s u i t a b l e  c h o ic e s  f o r  th e s e  
c h o rd s .
MUTE: A ll  ch o rd  and s c a le  ty p e s  shou ld  be com m itted
t o  memory w ith  re g a rd  t o  b o th  t h e o r e t i c a l  and 
perfo rm ance  p r a c t i c e .
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B lues Fundam entals
The p r i n c i p a l  so u rc e s  o f  th e  b lu e s  ap p ea r t o  be Negro
w ork songs and s p i r i t u a l s .  T hroughout th e  developm ent o f  j a z z ,
t h e  b lu e s  h a s  been sung  and p la y e d  in  e v e ry  e ra  d is p la y in g  a
d i v e r s i t y  o f  s t y l i s t i c  i n t e r p r e t a t i o n s . 1 S ig n i f i c a n t  in s ig h t
r e g a r d in g  t h e  e a r l y  developm ent o f  th e  b lu e s  was o f f e r e d  by
S c h u l l e r ,  who s t a t e d :
D uring  t h e  e a r l i e s t  m erg ing  o f  A fr ic a n  and European m u sic , 
Negro s la v e s  sa n g  sad songs t h a t  s e rv e d  to  d e s c r ib e  t h e i r  
ex trem e s u f f e r in g  and h a rd s h ip s .  P r i o r  t o  th e  C i v i l  W ar, 
th e s e  so n g s  o f  d e p re s s io n  and sa d n e ss  d id  n o t a p p ea r t o  
e x h ib i t  an y  d e f i n i t e  form  e x ce p t f o r  r e p e t i t i o n ,  u s u a l ly  
i n  th e  o p e n in g  s ta n z a s  o f  each  l y r i c  g ro u p . The s in g in g  
was in  u n is o n  w ith o u t s p e c i f i e d  c h o rd a l  accom panim ent.
A f te r  t h e  C i v i l  W ar, th e  fu s io n  o f  A fr ic a n  and European 
m usic in f lu e n c e d  th e  developm ent o f  th e  e ig h t - b a r ,  tw e lv e -  
b a r ,  and s ix t e e n - b a r  b lu e s  fo rm s. By W orld War I ,  t h e  
tw e lv e -b a r  b lu e s  c o n s t r u c t io n  had become an a c c e p te d  form  
and was e s t a b l i s h e d  a s  a s e t  form  o f  harm onic p r o g r e s s io n .2
The b lu e s  form  m ost f r e q u e n t ly  u t i l i z e d  i n  con tem porary
j a z z  im p ro v is a t io n  a p p e a rs  t o  be th e  tw e lv e -b a r  b lu e s .  The
tw e lv e -b a r  b lu e s  c o n ta in s  a  s e t  p ro g re s s io n  o f  harm o n ies  in  a
p a r t i c u l a r  t o n a l i t y  ( k e y ) ,  f o r  exam ple: IM7, IV 7, IM7, 1 7 , IV 7,
IV 7 , IM7, IM 7, IIm 7 , V7, IM7, IM7 (each  Roman num eral in d ic a te s
a cho rd  b u i l t  on a s p e c i f i c  s c a l e - to n e ) .  A d d i t io n a l  tw e lv e -b a r
harm on ic  p r o g r e s s io n s  w i l l  be d is c u s s e d  l a t e r  in  t h i s  t e x t .
B lu e  S c a le - to n e s
A n o th e r m u s ic a l  c h a r a c t e r i s t i c  a s s o c ia te d  w ith  t h e  
b lu e s  i s  t h e  u se  o f  b lu e  s c a le - to n e s  (b lu e  n o te s )  i n  ja z z
f a r m e r  and Gerow, A S tudy  o f  J a z z , p . 2 8 . 
o
S c h u l l e r ,  E a r ly  J a z z , p p . 3 7 -3 8 .
8 1
Im p ro v is a tio n . S te a rn s  r e p o r te d  t h a t  "b lu e  s c a le - to n e s  were 
o r ig in a te d  w ith  th e  West A fr ic a n s  in  t h e i r  se a rc h  f o r  compara­
t i v e  to n e s  n o t in c lu d ed  in  t h e i r  ( to n a l )  p e n ta to n ic  s c a le  o f  
C D F B A C ."  T h is p a r t i c u l a r  p e n ta to n ic  s c a le  h a s  n e i th e r  
th e  t h i r d  and se v e n th  to n e s  no r th e  low ered t h i r d  and low ered 
se v en th  to n e s  found in  th e  W estern d ia to n ic  and ch ro m atic  
s c a le s .  C o n seq u en tly , when th e y  a ttem p ted  to  im i ta t e  e i t h e r  
o f  th e s e  to n e s  th e  r e s u l t i n g  to n e  was sounded midway between 
th e  to n e s  E - f l a t  and E - n a tu r a l ,  and betw een B - f la t  and B-
n a tu r a l .  The to n e s  r e s u l t i n g  from t h i s  te c h n iq u e  have been
2
d e sc r ib e d  a s  b lu e  t o n a l i t y  o r  b lu e  n o t e s .
The e a r l i e r  rev iew  o f  v a r io u s  s c a le  s t r u c tu r e s  has 
p o in te d  t o  s c a l i c  re s o u rc e s  deemed n e c e s s a ry  f o r  a m elodic 
fo u n d a tio n  upon which th e  ja z z  im p ro v ise r  m ight r e l y .  There 
a re  o th e r  ja z z  s c a le s  t h a t  a re  r e le v a n t  to  harm onic p ro g re s ­
s io n s  used  in  b lu e s .  J a z z  im p ro v ise rs  w i l l  f r e q u e n t ly  ta k e  
m elodic l i b e r t i e s  by ad d in g  c e r t a in  a l t e r e d  to n e s  t o  th e  m ajor 
o r  m inor s c a l e s ,  o r  by som etim es s u b s t i t u t in g  p a r t i c u l a r  s c a l e -  
to n e s  w ith  a l t e r e d  t o n e s . The fo llo w in g  le t te r -n a m e  sequences 
r e p r e s e n t  a v a r i e ty  o f  s c a le  s t r u c tu r e s  used, fo r  im p ro v is in g  
from b lu e s  h a rm o n ies . U sing  C a s  th e  t o n a l  c e n te r ,  th e y  a re :
1 .  C D E ^ F G A B ^ C  (same a s  D orian  Mode)
2 . C D Eb F# G Bb C
^ M arsh a ll S te a rn s ,  The S to ry  o f  J a z z  (New Y ork: Mentor
Books, 1 9 5 8 ), p . 15.
9
T anner and Gerow, A Study o f  J a z z . p . 30.
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3 . C D Eb F# G A Bb C
4 . C Db E F Gb A Bb C
5 . C iP  E F# G Ab B C
6 . C D Eb E F# G A Bb C
7 . C D Eb E F G A Bb B C
CO • o D Eb E F F# G A Bb B C
I t  should  be no ted  t h a t  th e  s c a le s  l i s t e d  above a re  
o f te n  employed in  b lu e s ,  w ith  th e  s c a le  ch o ice  o f  th e  im pro­
v i s e r  de te rm ined  by th e  p re s c r ib e d  harm onies and t h e i r  r e l a ­
t io n s h ip  to  v a rio u s  m elodic m a te r i a l s .  The consensus o f o p in io n  
among th o s e  who w r i te  abou t ja z z  i s  t h a t  th e  use o f  b lu e s  s c a le s  
was im p o rtan t t o  th e  e a r ly  developm ent o f  ja z z  and a p p a re n tly  
has c o n tin u ed  to  be a m elodic a sp e c t  t h a t  i s  e s s e n t i a l  t o  each 
developm en ta l e ra  in  ja z z  h i s t o r y .  The ensu ing  d is c u s s io n  i s  
concerned  w ith  th e  u se  o f  s c a le  sequences seven (7 ) and e ig h t  
(8 ) l i s t e d  above.
r
Twelve-M easure Harmonic P ro g re ss io n s
A v i s u a l  p e r s p e c t iv e  o f  th e  s c a le - to n e s  l i s t e d  as b lu e s  
s c a le  number seven (7 ) i s  p ro v id ed  fo r  d e m o n s tra tin g  s c a l i c  
r e l a t i o n s h i p s  t o  v a r io u s  tw e lv e-m easu re  harm onies f r e q u e n t ly  
employed in  a con tem porary  s e t t i n g  o f th e  b lu e s . The example 
below  i s  one o f th e  b a s ic  harm onic p a t te r n s  used in  b lu e s .  Note 
t h a t  th e  se v e n th  chords a re  s u i t e d  t o  th e  s c a le - to n e s  c o n ta in e d  
in  b lu e s  s c a le  number seven (7 )  l i s t e d  above; in  a d d i t io n ,  o th e r
^Tanner and Gerow, A S tudy  o f  J a z z , p . 32.
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accom panying s c a le s  a r e  g iv e n  in  th e  Chord -S c a le -C a t alocrue.
Example 39.
t c m
i i
CM 7 C7 F I  £ 7
m
%
&
Cm 7
i
C /7 7 DM 7 G7 CM7 C/77
The m elod ic  m a te r ia l s  i n  ja z z  im p ro v is a t io n  shou ld  he 
i n i t i a l l y  d e r iv e d  from  th e  c h o rd - to n e s  found i n  each  harm onic 
p ro g re s s io n  s t r u c t u r e .  The a p p ro p r ia te  c h o rd - to n e s  shou ld  be 
expanded i n to  t h e  s c a l i c  sequence w hich a p p r o p r ia te ly  r e l a t e s  
t o  each  ch o rd  s t r u c t u r e  in  t h e  p ro g re s s io n .  F o r in s ta n c e ,  t h e  
C m ajor s c a le  would be more a p p lic a b le  to  t h e  CM7 (m ajor s e v e n th )  
c h o rd . The more im p o rta n t to n e s  t o  be m e lo d ic a lly  em phasized 
on th e  CM7 would be C , E , G, and B, w hereas t h e  r e l a t e d  to n e s  
(m elodic  j o i n e r s ) '1' w ould be D, F , and A. The F 7 , C7, and G7 
a re  dom inant s e v e n th  ch o rd s and r e q u i r e  th e  u se  o f  th e  M ixo lyd ian  
Mode. (N o te : The F7 and C7 u t i l i z e  a m inor se v e n th  i n t e r v a l
above t h e i r  r e s p e c t iv e  r o o t - n o te s ;  th e s e  to n e s  do n o t conform  
t o  fe ith e r  t h e  C m ajo r s c a le  o r  th e  k ey  o f  C m a jo r ;  in s t e a d ,  
th e y  u se  t h e  f l a t t e d  t h i r d  and f l a t t e d  se v e n th  o f  th e  b lu es  
s c a le  (7 ) b u i l t  on C .)  The Dm7 i s  a m inor s e v e n th  chord r e q u i r ­
in g  th e  u se  o f  th e  D o rian  Mode on D. The fo l lo w in g  example 
i l l u s t r a t e s  t h e  b lu e s  p ro g re s s io n  g iv e n  in  Exam ple 3 9 , w ith
C o k e r, Im p ro v is in g  J a z z , p .  7 .
84
t h e  a p p r o p r i a te  accom panying s c a l e s .
Exam ple 40 .
. c m F 7
-for*
CM7
■O a 9+-
3Z-e-
C 7 F 7 F 7
3 25 i2 E
JU _
CMT CM 7 £>^.7
3 2 :
a 7SX
■O—o . 32:
7W&
& n
32 :
l i
_ Q _
-©- 
CM7
z r  
CM7
<9 -*
At t h i s  p o i n t ,  i t  w ould be most h e l p f u l  f o r  th e  p e r ­
fo rm er t o  p la y  Exam ple 40 i n  a l l  o f  th e  o th e r  m ajor k e y s  ( i . e . ,
F , B ^, E ^ , Ab, D^, G ^, B, E , A, D, G ). Exam ples o f  t h e  tw e lv e -
b a r  b lu e s  p r o g r e s s io n  in  F m a jo r  and in  G m ajo r a r e  a s  fo l lo w s :
Exam ple 41 .
3 ii
l i
F M 7
T5+LZ£
Bfc7
~%SL.
F M T
F 7
7T» bn O
e h b*i
lLq o
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FM1 FM7 -nr&
Example 42.
G M l C 7
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O M 7
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O •
< d - a  *  -------------------
A #  v
^  * PC?
C 7
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0  m
C 7
4
3  o « — --------------
------------- q - # - o  °
------------ U s 6 m ---------
o - * o k r ---------------1
G -M 7
---------------_ +  0 - &  1
vS ----------
L , 0 t * g * . .  4
-------T T * * * ----------------
4
4
)  ---------—
-  — 0 -l
O-* -----------------
G M 7
------------- r f O - Q—------- *-------------- —
«  *
& M 1
------- * o * — :
- © ------ --------------------- - o  ¥  P  ,
P ro g re ss io n  S u b s t i tu t e s
The b lu e s  chord  p ro g re s s io n  p ro v id ed  i n  th e  d is c u s s io n  
above r e p r e s e n ts  one o f  t h e  more b a s ic  p ro g re s s io n  p a t te r n s  
u sed  in  a con tem porary  j a z z  s e t t i n g .  D uring any im p ro v isa to ry  
ja z z  p e rfo rm an ce , th e  im p ro v ise r  sh o u ld  be c o g n iz a n t o f  th e  
im p lied  chord  p ro g re s s io n s  t h a t  a re  p lay ed  on t h e  cho rd -p ro d u c in g  
in s t ru m e n ts ,  e . g . ,  th e  keyboard  and s t r in g e d  in s tru m e n ts  o f  th e  
rhy thm  s e c t io n .  The im p ro v ise r  does n o t  alw ays have th e
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p r iv i l e g e  o f  b e in g  inform ed o f  th e  harm onies used in  a s p e c i ­
f i e d  b lu e s  p r o g r e s s io n . Many tim e s  th e  perfo rm ers on c h o rd - 
p ro d u cin g  in s tru m e n ts  may choose t o  s u b s t i t u t e  some o f  th e s e  
p re s c r ib e d  chord s t r u c tu r e s  w ith  o th e r  ch o rd s . U su a lly  th e  
chord s u b s t i t u t e  may be one t h a t  i s  h a rm o n ica lly  r e l a t e d  t o  th e  
i n i t i a l l y  p re s c r ib e d  c h o rd . "The te rm  chord s u b s t i t u t io n  r e f e r s  
t o  th e  rep la ce m e n t o f  one chord by a n o th e r  chord which i s  
c lo s e ly  r e l a t e d  h a rm o n ic a lly . Chord s u b s t i t u t io n  i s  a s i g n i f i ­
c a n t a s p e c t  o f  ja z z  perform ance."^"
The u se  o f  chord  s u b s t i t u t e s  in  a b lu e s  harm onic p ro g re s ­
s io n  l i b e r a t e s  th e  im p ro v ise r  from  what m ight be d e sc r ib e d  as 
a r e l a t i v e l y  s t a t i c  harm onic p ro g re s s io n . Chord s u b s t i t u t i o n s  
t h a t  a re  added to  a p re s c r ib e d  b lu e s  p ro g re s s io n  should  e f f e c t  
th e  fo llo w in g : (1 ) a d d i t io n a l  harm onic c o lo r s ,  (2 ) su p p le ­
m entary so u rc e s  o f  harmony from which new m elodic m a te r ia ls  
may be c r e a t e d ,  and (3 )  g r e a te r  v a r i e ty  in  d e la y in g  th e  more 
c o n v e n tio n a l  harm onic cadences found in  b lu e s  p ro g re s s io n s  
s im i la r  t o  th e  one l i s t e d  above.
The b lu e s  cho rd  p ro g re s s io n  p rov ided  in  Example 40 i s  
one o f  s e v e r a l  chord  p ro g re s s io n s  t h a t  can be u t i l i z e d  when 
im p ro v is in g  th e  b l u e s . The a b i l i t y  o f  th e  perfo rm er t o  im pro­
v is e  from  t h i s  b a s ic  b lu e s  harm onic p a t t e r n  r e p r e s e n ts  an im­
p o r ta n t  s k i l l  in  j a z z  im p ro v is a tio n . When th e  p e rfo rm er i s  
c o n fro n te d  w ith  im p ro v is in g  from th e  v a r io u s  b lu e s  chord p ro ­
g r e s s io n s ,  a  f a m i l i a r i t y  w ith  c h o rd a l  s u b s t i t u t e s  i s  im p o rtan t
•^Konowitz, J a z z  Im p ro v isa tio n  a t  th e  P ia n o , p . 201 .
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f o r  a t t a i n i n g  m elod ic  v a r i e ty  in  th e  ja z z  im p ro v is a to ry  p ro c e ss . 
J\ few o f  th e  more f r e q u e n t ly  employed b lu e s  cho rd  p ro g re s s io n s  
t h a t  u t i l i z e  s u b s t i t u t e  harm on ies a re  l i s t e d  below . These su b ­
s t i t u t e  cho rd  p ro g re s s io n s  t o  th e  b lu e s  a re  s e t  i n  th e  key  o f 
C m a jo r , a lth o u g h  th e  p e rfo rm er sh o u ld  p r a c t i c e  t h e s e  p ro g re s ­
s io n s  in  a l l  m ajo r k e y s .
Example 43a.
CMl F 7 C M  7 £ J L
F M 1  F  7 C M 7 c m
7 -------------------------- 1----- _____—X2----------------- 1------------------------
F M 1 m . cm c m
Example 43b.
n C M l F 7 cm e-»n ci
F 7
l i E
F * o7 C M  7 B 2 .
j  c m i  c m
i j  —  I ; ~
Example 43c .
CM7  FI CM7  an
h F M ■ Ft. 7___ an  ......
-(1 ............................
- k Dw 7 G7 C/77 cmi
■<r .............
Example 43d.
CM7 py.7 f'W , g-»,7 fi-i.7 C7
I
fc
2E
D v » 7 6 7 iI£ZZ  6/77
Example 43e.
4 ,
4
c m B m  7  £ 7 f a i m . G r r n l  £ 7
^ 2 -
^ 2
) T / 7 7  F * M n  £ * U 7  ^ 7
) D^7 , £3____ C/77___  <7/77
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Suggested  Models
The b lu e s  chord  p ro g re s s io n s  shown in  Examples 40 and 
43 shou ld  be memorized by th e  p e rfo rm e r . The pe rfo rm er shou ld  
n o ta te  and p la y  each  chord symbol in  an a rp e g g ia te d  manner and 
a p p ly  th e  a p p ro p r ia te  accompanying s c a le  t o  each ch o rd . F o l­
low ing  th e  co m ple tion  o f  th e  above p r o j e c t s ,  th e  perfo rm er 
shou ld  p la y  each o f  th e  fo llo w in g  im p ro v isa to ry  models i l l u s ­
t r a t e d  in  Example 44 . S ix  b lu e s  chord p ro g re s s io n s  a re  used in  
th e s e  developm ental models w ith  a c c en ts  p ro v id ed  fo r  i l l u s t r a t ­
in g  rhy thm ic  nuances used in  th e  ja z z  im p ro v isa to ry  s t y l e .  I t  
i s  most im p o rtan t f o r  th e  p e rfo rm er to  rev iew  th e  s t y l i s t i c  
a r t i c u l a t i o n s  su g g ested  e a r l i e r  in  t h i s  t e x t .  P r io r  t o  p la y in g  
each  o f  th e  m o d e ls , th e  p e rfo rm er shou ld  observe  th e  p rev io u s  
p ro g re s s io n s  and d e te rm in e  w hich chords have been s u b s t i t u t e d .
Example 44a.
C M  7
- h -  r v
F 7 C M 1
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C 7  ,
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■4  — # - 4 —
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E x a m p le  4 4 f .
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E v a lu a tiv e  E x e rc is e s
1 .  W rite  and p la y  t h e  a p p ro p r ia te  accompanying s c a le s  
t o  th e  b lu es cho rd  p ro g re s s io n s  in  th e  m ajor keys 
o f  F , Bb , Eb , Ab , G, D, and A u s in g  th e  harm onic 
p a t t e r n  shown i n  Examples 39 and 40.
2 .  Memorize th e  b lu e s  chord p ro g re s s io n s  l i s t e d  in  
Examples 43a th ro u g h  43e; w r ite  th e s e  p ro g re s s io n s  
in  t h e  m ajor k e y s  p re s c r ib e d  above, p la y in g  th e  
ch o rd  to n e s  and s c a le s  t h a t  a re  a p p ro p r ia te  fo r  
each  c h o rd .
3 . P la y  th e  m elod ic  m a te r ia l  i n  each o f  th e  chord 
p ro g re s s io n s  l i s t e d  in  Example 44 . F ro m .th is  
m elod ic  and rh y th m ic  fo rm a t, w r i te  a minimum o f  
t h r e e  d i f f e r e n t . m elodic and rhy thm ic exam ples t h a t  
conform  to  th e  chord p ro g re s s io n s  l i s t e d  in  
Examples 44a th ro u g h  4 4 f . P lay  each o f  th e  newly 
developed  m elod ic  and rh y th m ic  sequences and t r a n s ­
p o se  them  t o  t h e  m ajor keys p re s c r ib e d  above.
4 . From th e  m o tifs  t h a t  have been com piled so  f a r ,  
m ix a s  many d i f f e r e n t  m o tifs  as p o s s ib le  and p la y  
t h e s e  co m b in a tio n s w ith in  th e  harm onic framework 
o f  t h e  v a r io u s  b lu e s  p a t t e r n s  l i s t e d  above.
5 . S e c u re  and l i s t e n  t o  v a r io u s  re c o rd in g s  t h a t  fe a  
t u r e  th e  fo llo w in g  n o ted  ja z z  p e rfo rm e rs .
a . C h a r l ie  P a rk e r
b . L e s te r  Young
c .  M iles  D avis ( p r i o r  t o  c .  1962) 
cl. L o u is  A rm strong
e . C h a r l ie  M ariano
f .  F re d d ie  Hubbard
g . Don F a g e rq u is t
h .  J a c k  Sheldon
i .  C onte C a n d o li
3 . C la rk  T e r ry  
k .  B lue  M itc h e l l
1 .  Nat A dderly
i d .  J u l i a n  A dderly  
n .  D izzy  G i l l e s p i e
o .  Thad Jo n e s  
p . M arvin Stamm 
q . C l i f f o r d  Brown
Recommended R e c o rd in g s :
C ao itro l J a z z  C l a s s i c s , C a p i to l  R e c o rd s , 10 v o l s .
The J a z z  S to r y . C a p i to l  R e c o rd s , 5 v o l s . ,  W2137-2141
T h re e  D ecades o f  J a z z . B lue Note R e c o rd s , 3 v o l s . ,  
B ST-89902-4.
The D e f in i t iv e  J a z z  S c e n e . Im pulse  R e co rd s , 3 v o l s . ,  
f i-9 9 , A -100, A-9101.
E n cy c lo p e d ia  o f  J a z z  on R e c o rd s , Decca R e c o rd s , 
DX5F-7140.
H is to r y  o f  C la s s ic  J a z z . R iv e r s id e  R e co rd s , 10 v o l s .  
SDP-11.
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SPECIFIC FUNDAMENTALS AND TECHNIQUES 
P e n ta to n ic  C oncepts
T onal R e la t io n s h ip s  
t o  B lues Harmonies
The u se  o f  p e n ta to n ic  s c a le s  in  m u s ic a l im p ro v is a t io n
does n o t a p p e a r  t o  be an in n o v a t iv e  te c h n iq u e  o f  th e  tw e n t ie th
c e n tu ry .  A pel c i t e d  t h e  t o n a l  p e n ta to n ic  s c a le  ( s e e  Example 36)
a s  one w hich o c c u rs  i n  th e  m usic o f  n e a r ly  a l l  a n c ie n t  c u l tu r e s
such a s  C h in a , P o ly n e s ia ,  K o re a , and A f r ic a ,  a s  w e ll  a s  t h a t  o f
th e  A m erican I n d ia n s .  A c o n s id e ra b le  number o f  G re g o ria n
c h a n ts  u s e  f i v e  s c a le - to n e s  w h ile  o th e r s  may have been expanded
from a s c a le  s t r u c t u r e  t h a t  was o r i g i n a l l y  p e n ta to n i c . The
t r a d i t i o n a l  m usic o f  co n tem p o rary  C h ina , J a p a n ,  J a v a ,  A f r i c a ,
and c o u n tr ie s  o f  th e  F a r  E a s t u s e s  p e n ta to n ic  s c a le s  f o r  th e
to n a l  b a s i s  of-m uch o f  t h e i r  m u s ic . P e n ta to n ic  s c a le s  a r e  used
a ls o  in  t h e  fo lk so n g  l i t e r a t u r e  o f  E uropean c o u n tr ie s  su ch  as
2H ungary, I r e l a n d ,  and S c o tla n d .
A co n tem p o ra ry  a p p l i c a t io n  o f  th e  p e n ta to n ic  s c a le  i s  
found in  t h e  t e a c h in g  method a t t r i b u t e d  t o  C a r l  O r f f .  O r f f 's  
Music f o r  C h ild re n  I s  d e s ig n ed  t o  p ro v id e  e le m e n ta ry  s tu d e n ts  
an  o p p o r tu n ity  f o r  s e l f - e x p r e s s io n  and c r e a t i v i t y  th ro u g h
■^Apel, H arvard  D ic t io n a ry  o f  M u sic . p .  652.
2
W estrup  and H a r r is o n ,  New C o lle g e  E n cy c lo p ed ia  o f  
M usic , p .  493.
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im p ro v isa to ry  a c t i v i t i e s . The s t a r t i n g  p o in t  in  t h i s  method 
i s  rhy thm , w hich i s  t r e a t e d  a s  an  ou tg row th  o f  speech p a t te r n s  
and m otor m ovem ents. The m elod ic  m a te r ia l  in  t h i s  method i s  
b u i l t  around  th e  p e n ta to n ic  s c a le  u s in g  th e  to n e s  C, D, E , G, 
and A. O r f f  employs p e n ta to n ic  m elod ies in  t h i s  method s in c e  
c a d e n t ia l  harmony i s  n o t im p lied  and th e s e  m elod ies would a llo w  
s tu d e n ts  t o  im p ro v ise  w h ile  p a r t i c i p a t i n g  in  m u sica l a c t i v i t i e s  
t h a t  f o s t e r  s e l f - d i s c o v e r y  and s e lf -e x p re s s io n .^ "
P e n ta to n ic  s c a le - to n e s  may a ls o  be a p p lie d  to  th e  
developm ent o f  ja z z  im p ro v is a t io n . The m elod ic  form ulae r e ­
s u l t in g  from  th e  v a r io u s  p e n ta to n ic  s c a le  s t r u c tu r e s  o f f e r  th e  
p e rfo rm er a p a r t i c u l a r  advan tage  in  s e l e c t in g  th e  to n e s  r e l a t e d  
t o  im p ro v is in g  from th e  b lu e s  harm onies i l l u s t r a t e d  e a r l i e r  in  
t h i s  t e x t . The p e n ta to n ic  s c a l e s •c o n ta in  f iv e  d i f f e r e n t  t o n e s , 
w hereas th e  o th e r  s c a le s  i l l u s t r a t e d  in  t h i s  t e x t  c o n ta in  
seven o r  more d i f f e r e n t  to n e s .  T h e re fo re , t h e  perfo rm er has a 
few er number o f  to n e s  t o  s e l e c t  from  when a p p ly in g  a p e n ta to n ic  
s c a le  sequence  t o  a b lu e s  chord  p ro g re s s io n .
The e sse n ce  a s c r ib e d  t o  such a ja z z  im p ro v isa to ry  p ro ­
cedure  would a p p ea r t o  be th e  p e r fo rm e r 's  a b i l i t y  t o  s e l e c t  th e  
a p p ro p r ia te  p e n ta to n ic  s c a le  which b e s t  s u i t s  th e  a s s o r te d  
b lu e s  cho rds used  in  a b lu e s  p ro g re s s io n .  For exam ple, a
^"Carl O r f f ,  Music f o r  C h i ld re n , ad ap ted  by Doreen H a ll  
and A rnold W a lte r ,  V o l. I ,  P e n ta to n ic  (M ainz, Germany:
B. S c h o t t 's  Sohne, 19 6 0 ); J a n ic e  M. T h re sh e r , "The C o n tr ib u tio n s  
o f  C a r l  O r f f  t o  E lem en tary  Music E d u c a tio n ,"  Music E d u c a to r 's  
J o u r n a l ,  L (J a n u a ry , 1 9 6 4 ), 44 -45 .
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p e n ta to n ic  s c a le  c o n ta in in g  th e  to n e s  C, D, E , G, and A would 
be more a c c e p ta b ly  a p p l ic a b le  to  th e  C6 c h o rd , w h ile  in  t h a t  
same r e g a r d ,  th e  C, D, E*5, G, and B*5 would a p p ly  t o  th e  Cm7 
c h o rd . U sing th e  b lu e s  c h o rd .p ro g re s s io n  g iv en  in  Example 44a, 
th e  fo llo w in g  p e n ta to n ic  s c a le s  a re  c i t e d  as t o n a l l y - r e l a t e d  
s c a le  s t r u c tu r e s  t h a t  a re  a d a p ta b le  to  im p ro v isa to ry  b lu e s  
p a s s a g e s . The p e n ta to n ic  s c a le s  t h a t  a p p ro p r ia te ly  r e l a t e  to  
th e s e  p a r t i c u l a r  b lu e s  ch o rd s a r e :  C D E G B (se m ito n a l p e n ta -
to n ic - 1 )  a p p lie s  t o  th e  GM7 ch o rd ; C E^ F G A (b lu e s  p e n ta ­
to n ic  -2 )  a p p lie s  t o  th e  F7 c h o rd ; C D E G B*3 (se m ito n a l p e n ta -  
t o n i c - 1 ,  w ith  f l a t t e d  s e v e n th )  a p p lie s  to  th e  C7 ch o rd ;
D F G A C ( to n a l  p e n ta to n ic )  a p p lie s  t o  th e  Dm7 c h o rd ; and 
D F G A B ( tra n sp o s e d  b lu e s  p e n ta to n ic -2 ) a p p lie s  t o  th e  G7 
c h o rd . The exam ples below  a ls o  p ro v id e  a v i s u a l  p e rs p e c t iv e  
o f  b lu e s  chord  p ro g re s s io n s  in  th e  t o n a l i t y  o f  C m ajor w ith  
th e  m elodic  com b in a tio n s a d h e rin g  t o  p e n ta to n ic  p a t t e r n s  and 
t h e i r  m elod ic  u sa g e . The p e rfo rm er shou ld  p la y  each  n o ta te d  
sequence in  fo u r-m easu re  sequences and th e n  tr a n s p o s e  th e s e  
exam ples t o  o th e r  m ajor t o n a l i t i e s  such  as th e  b lu e s  in  F m a jo r,
"K
B m a jo r, E m ajo r, and G m ajo r. The perfo rm er shou ld  remember 
t h a t  th e  p e n ta to n ic  s c a le s  used in  th e  C m ajor b lu e s  m ust be 
t ra n s p o s e d  in  o rd e r  t h a t  th e s e  s c a le s  conform  t o  th e  new t o n a l ­
i t y .  The p e n ta to n ic  s c a le  s p e l le d  C D E G B i n  C m ajor would 
be s p e l le d  F G A 0 E i n  th e  t ra n s p o s e d  key  o f F m ajo r.
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S uggested  Models
The fo rm u la tio n  and a p p l i c a t io n  o f  c o n t r a s t in g  rhythm  
p a t t e r n s  t o  th e  p e n ta to n ic  s c a le s  g iv e n  in  Examples 45a-45d
i
shou ld  he p r a c t i c e d  c o n t i n u a l l y .  The exam ples l i s t e d  below  
u se  c o n t r a s t in g  rhythm  p a t t e r n s  f o r  p ro v id in g  added im p ro v isa ­
t o r y  v a r i e t y .  R e g a rd le s s  o f  th e  s im p l i c i t y  o f  an im p ro v ised  
m elody, rh y th m ic  v a r i e t y  rem a in s  e s s e n t i a l .  The fo llo w in g  ja z z  
im p ro v is a t io n s  sh o u ld  p ro v id e  t h e  in e x p e r ie n c e d  p e rfo rm e r w ith  
o r i g in a l  im p ro v is a to ry  m odels t h a t  a r e  d e r iv e d  from  th e  p e n ta ­
t o n ic  s c a le s  c i t e d  a b o v e . The p e rfo rm e r shou ld  u t i l i z e  th e s e  
m odels a s  a p o in t  o f  d e p a r tu re  f o r  f u tu r e  in d iv id u a l  d e v e lo p ­
ment in  j a z z  im p ro v is a t io n .
Example 4 6 a .
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E v a lu a tiv e  E x e rc is  e s
1 .  S tudy  Exam ples 45a th ro u g h  45d and d e te rm in e  which 
o f  th e  above p e n ta to n ic  s c a le  ty p e s  w ere used  fo r  
th e  cho rd  s t r u c tu r e s  in  each  p ro g re s s io n  se q u e n c e .
2 . T ran sp o se  th e  tw e lv e -b a r  b lu e s  p ro g re s s io n  g iv en  
in  Example 45a to  th e  m ajor key s o f  F , E * A , 
G, D, and A; th e n  w r i te  th e  a p p ro p r ia te  p e n ta to n ic  
s c a le s  fo r  th e  c h o rd s  c o n ta in e d  in  each  o f  th e  
tra n s p o s e d  ch o rd  p ro g re s s io n s  l i s t e d  above; p la y  
each  p e n ta to n ic  s c a le  w r i t te n  i n  th e s e  v a r io u s  
m ajo r k e y s .
3 .  P la y  th e  p e n ta to n ic  s c a le s  r e s u l t i n g  from  th e  
i n s t r u c t i o n s  g iv e n  i n  E v a lu a tiv e  E x e rc is e  2 
l i s t e d  a b o v e .
4 .  The im p ro v is a t io n  m odels i l l u s t r a t e d  i n  Examples 
46a th ro u g h  46c shou ld  be p layed  a s  w r i t t e n ;  th e n  
p la y  each  m odel in  each  m ajor key l i s t e d  in  
E v a lu a t iv e  E x e rc is e  2 .
5 .  Expand th e  im p ro v is a t io n s  g iv en  in  Exam ples 46a 
th ro u g h  46c by fo rm u la tin g  and a p p ly in g  new rhythm  
p a t t e r n s  and by chan g in g  th e  o rd e r  o f  th e  to n e s  
g iv e n  in  each  m e a su re .
Modal C oncepts
T ra n s p o s i t io n  P ro ced u res
The im p o rtan ce  and u se  o f  th e  a u th e n t ic  ch u rch  modes 
in  j a z z  im p ro v is a t io n  w ere c i t e d  e a r l i e r  i n - t h i s  t e x t .  The 
modes r e p r e s e n t  a  so u rc e  o f  s c a l i c  m a te r ia ls  "beyond th e  a r b i ­
t r a r y  l i m i t a t i o n s  o f  th e  m ajo r-m in o r system  and have  proved to  
be a v e r i t a b l e  g o ld  mine from w hich con tem porary  com posers"1 
a s  w e l l  a s  j a z z  im p ro v is e rs  m igh t c r e a te  m elod ic  and harm onic 
s t r u c t u r e s .  The e x p lo i t a t i o n  o f  m odal s c a le s  can be  used in
^Leon D a l l i n ,  T echn iques o f  T w en tie th  C en tu ry  Composi­
t io n  (D ubuque, Iow a: Wm. C . Brown C o ., I n c . ,  1 9 6 4 ), p .  19 .
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v a r io u s  harm onic p ro g re s s io n s  in  an im p ro v isa to ry  perform ance 
o f  j a z z .
One o f  t h e  p r in c ip a l  u ses  o f  modal s c a le s  o ccu rs  in  
th e  b lu e s  h a rm o n ic -p ro g re s s io n s . 'Hie C h o rd -S ca le -C a ta lo g u e , 
c i t e d  e a r l i e r  i n  t h i s  t e x t ,  g iv e s  th e  a p p ro p r ia te  modal s c a le s  
used f o r  im p ro v is in g  from d i f f e r e n t  chord s t r u c tu r e s ,  in c lu d in g  
th o s e  in c o rp o ra te d  in  b lu e s  chord  p ro g re s s io n s . A c a r e f u l  o b ­
s e rv a t io n  o f t h e  modal s c a le s  i l l u s t r a t e d  in  Examples 46a 
th ro u g h  46c w i l l  s u b s ta n t ia t e  th e  Io n ia n  and A eo lian  modes 
be ing  c o n s tru c te d  th e  same as th e  m ajor and th e  n a tu r a l  (p u re )  
m inor s c a l e s ,  r e s p e c t iv e ly .  "The rem ain ing  a u th e n t ic  modes a re  
c o n s tru c te d  s im i l a r ly  to  th e  Io n ia n  and A eolian  modes w ith  one
s c a le - to n e  a l t e r e d ,  e x c e p t f o r  th e  L o c rian  mode w hich has two
1a l t e r e d  s c a le - to n e s
The p e rfo rm er shou ld  be m in d fu l t h a t ,  a lth o u g h  th e  
chu rch  modes were n o t  d e riv e d  from th e  m ajor and m inor s c a le s ,  
ja z z  im p ro v ise rs  w i l l  o f te n  r e l a t e  th e  modes t o  a m ajor o r 
m inor k e y . T h is m o d a l- to n a l r e l a t i o n s h i p  m ight r e s u l t  from 
th e  im p ro v is e rTs  s tu d y  o f  t r a d i t i o n a l  ( t e r t i a n )  harm onies p r e ­
dom inating  in  t h e  s e v e n te e n th , e ig h te e n th ,  and n in e te e n th  cen ­
t u r i e s .  "The d i s t i n c t i v e  f e a tu r e  o f  th e  modes ap p ea rs  to  be 
th e  in d iv id u a l  s c a le - to n e  d e v ia tio n  from th e  m ajor and m inor
o
s c a le  p a t t e r n s . "  In  a p rev io u s  d is c u s s io n ,  th e  modal s c a le s  
\
D a l l in ,  T echniques o f  T w en tie th  C en tu ry  C om position .
p .  1 9 .
2
I b i d . , p .  20 .
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w ere i l l u s t r a t e d  w ith  each  h a l f - s t e p  (se m ito n e ) in d ic a te d  in  
each  s t r u c tu r e .
The fo llo w in g  c h a r t  i l l u s t r a t e s  th e  d e v ia tio n  o f  each 
mode from m ajor and m inor s c a le s  and shou ld  co n firm  th e  sug ­
g e s te d  p ro ce d u re s  fo r  mode c o n s t ru c t io n  g iv en  in  th e  rev iew  o f  
s c a le - ty p e s :
Io n ia n  Mode = L ik e  m ajor s c a le
D orian Mode = L ik e  n a tu r a l  m inor s c a le  w ith  th e
s i x t h  deg ree  r a i s e d
P hryg ian  Mode = L ik e  n a tu r a l  m inor s c a le  w ith  th e
second d eg ree  low ered
Lydian Mode = L ik e  m ajor s c a le  w ith  th e  fo u r th
d eg ree  r a i s e d
M ixolyd ian  Mode = L ik e  m ajor s c a le  w ith  th e  se v e n th
d eg ree  low ered
A eo lian  Mode = L ik e  n a tu r a l  m inor s c a le
L o c ria n  Mode = L ik e  n a tu r a l  m inor s c a le  w ith  th e
second and f i f t h  deg rees low ered
A ll  o f  th e  modes may be tra n s p o se d  to  any s c a le  deg ree  
by  u s in g  th e  a p p ro p r ia te  k e y  s ig n a tu re  in  th e  same manner as 
m ajo r and m inor a re  t r a n s p o s e d .  The a p p ro p r ia te  key  s ig n a tu re  
f o r  a  mode o r  modal s c a le  would be e f f e c te d  by d e te rm in in g  
what f l a t s  o r  sh a rp s  may be n e c e s s a ry  t o  p roduce  h a l f - s t e p s  
in  th e  d e s ir e d  s c a le - to n e  p o s i t io n s .  T h is p a r t i c u l a r  p rocedu re  
su g g e s ts  t h a t  th e  p e rfo rm er shou ld  d e te rm in e  th e  r e l a t i o n s h i p  
o f  th e  u n tran sp o sed  mode t o  C m a jo r .1 For exam ple, t h e  D orian
p .  21 .
T a l l i n ,  T echniques o f  T w en tie th  C entury  C om position .
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mode i s  b u i l t  from th e  second s c a le  deg ree  o f  a  m ajor s c a le  and 
th e  key s ig n a tu r e  o f  t h a t  m ajor s c a le  would a p p ly  to  th e  D orian  
mode. For exam ple, t h e  D orian mode on D i s  d e riv e d  from  th e  
m ajor s c a le  and key s ig n a tu r e  o f  C m ajo r; su b se q u e n tly , th e  
D orian  mode on 6 i s  d e r iv e d  from  th e  m ajor s c a le  and key o f  F.
In  t h i s  t e x t ,  an  "open" key  s ig n a tu re  in  which no a c c i ­
d e n ta ls  a r e  in d ic a te d  i s  o c c a s io n a l ly  used f o r  modal im p ro v isa ­
t i o n  in  j a z z .  The open key  s ig n a tu r e  r e q u ir e s  t h a t  th e  im pro­
v i s e r  add a p p ro p r ia te  a c c id e n ta ls  t o  th e  s p e c i f ie d  mode d u rin g  
th e  im p ro v isa to ry  p e rfo rm an ce . The "open" p ro ced u re  would be 
employed i f  th e  im p ro v ise r  was d i r e c te d  to  u se  th e  D orian  mode 
on D and th e  M ixolydian mode on D w ith in  th e  same im p ro v isa to ry  
fram ework. The D D orian  s c a le  would be s p e l le d  D E F G A B C D ,  
w hereas D M ixolydian  s c a le  would be s p e l le d  D E  F # G A B C D . ^  
An example o f  an open k ey  s ig n a tu re  im p ro v isa tio n  i s  i l l u s t r a t e d  
i n  a subsequen t s e c t io n  e n t i t l e d  S uggested  M odels.
The fo llo w in g  exam ples i l l u s t r a t e  th e  t r a n s p o s i t i o n s  
o f  th e  seven  a u th e n tic  chu rch  modes u s in g  th e  key  s ig n a tu r e  o f  
B - f l a t  m a jo r. N otice  t h a t  th e  Io n ia n  mode i s  b u i l t  from th e  
t o n ic  n o te  and r e s u l t s  i n  a B - f la t  m ajor s c a le ;  th e  D orian mode 
i s  b u i l t  from  th e  second s c a le - d e g r e e ; th e  P h ryg ian  mode i s  
b u i l t  from  th e  t h i r d  s c a le - d e g re e ;  and th e  L ydian  mode from th e  
f o u r th  s c a le -d e g r e e .  The M ixo lyd ian , A e o lia n , and L o crian  
inodes a re  b u i l t  r e s p e c t iv e ly  on th e  rem ain ing  s c a le -d e g re e s
^ D a l l in ,  T echniques o f  T w en tie th  C entury  C om position .
p .  21 .
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o f  th e  B - f l a t  m ajor s c a le .  
Example. 47a . ( Io n ia n ) Example 47e . (M ixo lyd ian )
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Example 47b. (D orian ) Example 4 7 f . (A eo lian )
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Example 47c . (P h ry g ian )
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Example 47g. (L o c rian )
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Example 47d. (L yd ian )
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From th e  modal t r a n s p o s i t i o n  p ro ce d u res  i l l u s t r a t e d  
above, w r i te  th e  ch u rch  modes r e l a t e d  to  t h e  rem ain ing  m ajor 
key  s ig n a tu r e s ,  such as th e  modes tra n s p o se d  to  F m ajor as 
g iv en  in  th e  example below .
Example 48a . ( Io n ia n ) Example 48b. (D orian)
y :  TV & . ............. A «  Oy jy t— ...... a  ......................
QJ  <=» ° C* -
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E xam p le  4 8 c .  ( P h r y g ia n )  E xam p le  4 8 f .  ( A e o l i a n )
h ~-------- g * — r k O
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Example 48d. (L y d ia n ) Example 48g . (L o c rian )
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Example 4 8 e . (M ix o ly d ian )
' 1
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T hem atic  C oncepts and Harmonies
S even th  ch o rd  harm onies can he c o n s tru c te d  from th e  
v a r io u s  m odal s c a le - to n e s  by em ploying th e  same p ro ced u res  
used f o r  c o n s t r u c t in g  sev en th  chord  harm onies on m ajor s c a le  
to n e s .^  In  th e  m odal key o f  G D o rian , th e  to n e s  o f  th e  G 
D orian  s c a le  a re  u sed  w ith  a key s ig n a tu re  o f  one f l a t .  For 
exam ple, t h e  D o rian  s c a le  u ses  th e  m ajor key  s ig n a tu re  o f  th e  
to n e  found one w h o le -s te p  (M2nd) below th e  to n e  a ss ig n e d  to  th e  
D orian  mode. C o n se q u e n tly , th e  D D orian  s c a le  would use th e  
key s ig n a tu r e  o f  C m ajo r and th e  F D orian s c a le  would use  th e  
key s ig n a tu r e  o f  E - f l a t  m ajo r. The P hryg ian  key would use  th e  
m ajor k ey  s ig n a tu r e  o f  th e  to n e  found an M3rd below  th e  to n e  
a ss ig n e d  t o  th e  P h ry g ia n  mode. The Lydian key would use  th e
^W illiam  R u s s o , J a z z  C om position and O rc h e s tr a t io n  
(C hicago: The U n iv e r s i ty  o f  Chicago P r e s s ,  19 6 8 ), p . 212 .
1 0 7
m ajor key  s ig n a tu r e  found a P 4 th  below , th e  M ixo lyd ian  a P 5 th  
b e lo w , t h e  A e o lia n  an M6th b e lo w , and th e  L o c ria n  key  s ig n a ­
t u r e  an M7th below . The fo llo w in g  exam ples i l l u s t r a t e  modal 
s c a le s  and  t h e i r  k ey  s ig n a tu r e s  w ith  se v e n th  chord harm onies 
c o n s t ru c te d  above th e  s c a l e - to n e s .
Example 4 9 a . (G D orian  S c a le  -  1 f l a t )
=k* ia ~3SL
Example 4 9 b . (A P h ry g ia n  S c a le  -  1 f l a t )
22:
Exam ple 4 9 c . (E bL yd ian  S c a le  -  2 f l a t s )
- f r .fr-£ 32:
Example 4 9 d . (F M ix o ly d ian  S c a le  -  2 f l a t s )  
=&h± = 22:
m12 3 2
Exam ple 4 9 e . (E A e o lia n  S c a le  -  1 s h a rp )
IM-------------- --------------------------- o'------f
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Example 4 9 f . (C# L o c r ia n  S c a le  -  2 s h a rp s )
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In  an e a r l i e r  d is c u s s io n  o f b lu e s  harm onies th e  Io n ia n  
(m ajo r) mode was p ro je c te d  a s  th e  modal s c a le  c h o ic e  r e p r e ­
s e n t in g  th e  to n ic  chord  o f  th e  p re s c r ib e d  key s ig n a tu r e .  An 
a r b i t r a r y  use  o f  th o s e  b lu e s  harm onies e s ta b l is h e d  th e  to n ic  
o f  th e  d e riv e d  s c a le .  In  modal harm onies th e  more d e s i r a b le  
p rocedure  would be t o  e s t a b l i s h  a modal s c a le  c e n te r  o th e r  th a n  
th e  Io n ia n  mode. For in s ta n c e ,  im p ro v isa to ry  chord  p ro g re s ­
s io n s  based on th e  D orian  mode should  c o n tin u a l ly  r e - e s t a b l i s h  
th e  D orian  mode as th e  to n ic  and t h i s  same p rocedu re  must be 
fo llow ed  by th e  im p ro v is e r . There a re  th r e e  ways to  m ain ta in  
th e  to n ic  in  modal p ro g re s s io n s :  (1 )  Use th e  chord  b u i l t  on
i
th e  f i r s t  s c a le -d e g re e  o f  th e  fo u n d a tio n  mode a s  th e  f i r s t  and 
l a s t  chord  o f  th e  p ro g re s s io n ;  (2 )  Use t h i s  to n ic  chord  f r e ­
q u e n tly ;  and (3 ) Support th e  to n ic  chord  w ith  th e  IV and V 
chords o f  th e  modal key  th ro u g h  f re q u e n t use s in c e  th e  IV and 
V chords te n d  t o  s u b s ta n t ia t e  th e  I  c h o rd . An exam ple o f  a 
modal p ro g re s s io n  u s in g  th e  I ,  IV, and V sev en th -ch o rd s  in  th e  
key  o f  G D orian  (one f l a t )  i s  as  fo llo w s :
Example 50 .
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The chord  p ro g re s s io n  i l l u s t r a t e d  in  Example 50 su g ­
g e s t s  t h e  a p p l ic a t io n  o f  s p e c i f i c  modal s c a le s  f o r  th e  v a r io u s  
harm onic s t r u c tu r e s  in  th e  D orian  key . The G D orian s c a le  
would be u sed  f o r  th e  Gm7 ( I ) ,  th e  C M ixolydian s c a le  would be 
used fo r  th e  C7 ( IV ) , and th e  D A eo lian  s c a le  would be used 
fo r  th e  Dm7 (V ). I t  shou ld  be no ted  t h a t  a l l  t h r e e  o f th e s e  
modal s c a le s  conformed t o  th e  key  s ig n a tu re  u s in g  one f l a t .
The fo llo w in g  example i l l u s t r a t e s  th e m a tic  sequences d e riv e d  
from  th e  m odal s c a le s  l i s t e d  above.
Example 5 1 a .
\  S - m 7 C 7
—F *  Y ^ V '
£ ^ 7
F H r 7 - - f  1
6 - t*»7
^  m n-  —
y - - * f p r  r
k C 7 ~  r
c-b p * n —r — j -
= & = & =  —  
C 7
v - f J  f-
‘ I V “V T —
r :
G j* 1
• l y  1 H i — !—
D - ~ 1  
k  f M H  i—
r ^  p f  M
G " r ^ n
f '  s \ -----------
_l v  f .  *
g  C r  t  r  1
G - » 7
r ~ o  j — - s / C *  . □ — /
:
~
u
1 1 0
E x a m p le  5 1 b .
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An exam ple o f  a  cho rd  p ro g re s s io n  based  on th e  C 
A eo lian  s c a le  would be a s  f o l lo w s :
Example 52 .
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Suggested  Models
The fo llo w in g  ja z z  im p ro v isa tio n s  in c o rp o ra te  many o f  
th e  modal co n ce p ts  p re s e n te d  in  t h i s  t e x t .  A l im i te d  v a r i e ty  
o f  rhythm  p a t t e r n s  i s  u se d , w h ile  th e  prim ary  em phasis i s  p laced  
on th e  im p ro v isa to ry  u se  o f modal s c a le - to n e s .  The f i r s t  
example i l l u s t r a t e s  th e  use o f  m odal s c a le - to n e s  over a b lu e s  
chord  p ro g re s s io n  and th e  o th e r  two examples i l l u s t r a t e  modal 
im p ro v isa tio n s  over modal chord p ro g re s s io n s . The modal s c a le s  
used  in  th e s e  im p ro v isa to ry  models conform  to  th e  s c a le  c h o ic e s  
l i s t e d  in  th e  C hord -S cale  C a ta lo g u e .
Example 53a .
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E v a lu a tiv e  E x e rc ise s
1 .  W rite  modal s c a le s  t h a t  a re  a p p lic a b le  t o  v a r io u s  
b lu e s  chord  p ro g re s s io n s  l i s t e d  in  th e  rev iew  o f  
b lu es  fu n d am e n ta ls .
2 . P lay  each o f th e  m elodic s c a le  sequences c i t e d  in  
th e  e x e rc is e  above. Begin each  chord p ro g re s s io n  
a t  a slow  tempo and g ra d u a l ly  in c re a s e  th e  speed 
w ith  th e  r e p e t i t i o n  o f  each p ro g re s s io n .
3 . W rite  and p la y  th e  com plete  t r a n s p o s i t io n s  l i s t e d  
in  Examples 46a th ro u g h  4 6 c .
4 . A f te r  a c q u ir in g  a th o ro u g h  p la y in g  knowledge o f  
th e  im p ro v isa to ry  models i l l u s t r a t e d  above, th e  
p e rfo rm er should  fo rm u la te  s e v e r a l  a d d i t io n a l  
modal p ro g re s s io n s . P lay  v a rio u s  m elodic and 
rhy thm ic  v a r i a t io n s  t h a t  r e l a t e  t o  th e s e  p ro g re s ­
s io n s .  (N ote: E xcept fo r  p ro g re s s io n s  based  upon 
th e  Io n ia n  and L ydian  modes, th e  perfo rm er should  
n o t in c lu d e  th e  m ajor sev en th  chord in  any o f  th e  
above modal chord  p r o g r e s s io n s .)
Twelve-Tone C oncepts 
Row C o n s tru c tio n  P r in c ip le s
The use o f  tw e lv e - to n e  p ro ced u res  in  ja z z  i s  y e t  a n o th e r  
im p ro v isa to ry  a l t e r n a t i v e .  One o f  th e  f i r s t  tw e lv e - to n e  ja z z  
c o m p o sitio n s t o  p ro v id e  im p ro v isa to ry  s o lo s  was "C oncerto  fo r  
J a z z  Band and Symphony O rc h e s tra "  by R o lf L ieberm ann.1 T h is 
co m p o sitio n  i s  based  on a tw e lv e - to n e  row and has s p e c i f ie d  
movements in  which im p ro v isa to ry  so lo s  a re  su g g ested  f o r  th e  
E - f l a t  a l t o  saxophone and th e  B - f l a t  soprano tru m p e t. These 
so lo s  a re  w r i t te n  o u t th e re b y  denying  th e  p la y e rs  any im p ro v isa ­
t o r y  c re a t iv e n e s s .  The tw e lv e - to n e  te c h n iq u e  i s  p re d ic a te d
^R o lf L ieberm ann, "C oncerto  f o r  Ja z z  Band and Symphony 
O rc h e s tra "  (Z u ric h : U n iv e rsa l E d i t io n ,  1954).
114
upon th e  a d o p tio n  o f  a p re s c r ib e d  su c c e ss io n  o f  th e  tw e lv e - to n e s  
found in  th e  W estern  ch ro m atic  s c a le .  T hat s u c c e s s io n , which 
r e q u i r e s  o n ly  t h a t  a l l  t h e  to n e s  a re  used  and t h a t  none i s  
r e p e a te d  u n t i l  th e  to n e -ro w  h as been co m p le ted , i s  c a l le d  a 
tw e lv e - to n e  "row ” ( " s e r i e s "  and " s e t"  a r e  o f te n  used  synony­
m ously w ith  "row").'*" The fo llo w in g  exam ple i l l u s t r a t e s  th e  
c o n s tru c t io n  o f  a tw e lv e - to n e  row u s in g  m elodic  i n t e r v a l s  o f  
fo u r th s  and f i f t h s .
Example 54. . . .
T here a re  o th e r  b a s ic  c o n s id e ra tio n s  re g a rd in g  row
c o n s t ru c t io n  t h a t  have been  em phasized by th o s e  who u se  th e
tw e lv e - to n e  te c h n iq u e .  One s t r u c tu r a l  p r in c ip le  i s  t h a t  th e
row should  a v o id  m elod ic  p a t t e r n s  t h a t  would be su g g e s tiv e  o f
more t r a d i t i o n a l  s t y l e s . T r ia d  o u t l in e s  a r e  avo ided  as th e y
a re  s u g g e s tiv e  o f  t e r t i a n  harm onic p r a c t i c e ,  A lso , c a re  should
be ta k e n  to  a v o id  s c a le  fo rm a tio n s  such a s  th o s e  found in  m ajor
and m inor k e y s . A d d i t io n a l ly ,  i n t e r v a l s  t h a t  would s e t  up
2
s t ro n g  t o n a l  c e n te r s  shou ld  be avo ided . The fo llo w in g  example 
i l l u s t r a t e s  t h e  c o n s t r u c t io n  o f  row o r  s e r i e s  a s  d e sc r ib e d  above.
1 "nGeorge P e r l e ,  S e r i a l  Com position and A to n a li tv  (2nd 
e d . ;  B e rk e le y 'a n d  Los A n g e le s , C a l i f . :  U n iv e rs i ty  o f C a l i f o r ­
n ia  P r e s s ,  1 9 6 8 ), p .  2 .
2
P a u l C ooper, P e rs p e c t iv e s  in  Music Theory (New York: 
Dodd, Mead & Company, 1 9 7 3 ), p .  265.
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E x a m p le  5 5 .^
A nother s t r u c t u r a l  p r in c ip le  o f row c o n s tru c t io n  i s  
t h a t  th e  to n e -ro w  can be c o n s tru c te d  so a s  to  in c lu d e  m ajor 
and m inor t r i a d s .  A n o te d  exam ple o f  t h i s  row c o n s tru c t io n  
p r in c ip le  was used by A lban Berg in  h is  "C oncerto  f o r  V io lin  
and O rc h e s tra "  and i s  i l l u s t r a t e d  in  th e  example below . Chords 
t h a t  have been d e riv e d  from t h i s  to n e -ro w  a re  g iv en  as an im­
p r o v is a to ry  background t h a t  can be p layed  by ch o rd -p ro d u c in g  
in s tru m e n ts  such as p ian o  and g u i t a r .
Example 56.
T here a re  fo u r  b a s ic  ways t h a t  a tone-row  can be 
m a n ip u la te d . They a re  a s  fo l lo w s :
1 .  The o rd e r  o f  th e  i n i t i a l  row , which i s  c a l le d  th e  
o r i g in a l  o r  prim e i s  r e v e r s e d ,  p roducing  a v e rs io n  
c a l le d  th e  r e t r o g r a d e .  (See Example 5 7 .)
2 .  The o r i g in a l  to n e-ro w  may be p re se n te d  w ith  i t s  
i n t e r v a l l i c  r e l a t i o n s h ip s  p re s e rv e d , b u t w ith  
t h e i r  d i r e c t i o n  re v e rs e d  p roducing  a to n e -ro w  o r  
s e r i e s  c a l le d  th e  o r i g in a l  (p rim e) in v e r s io n .
(See Example 5 8 .)
3 . The r e t ro g ra d e  te c h n iq u e  may be combined w ith  th e  
o r ig in a l  in v e r s io n  te c h n iq u e  producing  a to n e-ro w  
c a l le d  th e  r e t r o g ra d e  in v e r s io n .  (See Example 5 9 .)
■'"Bert B raud, " P a s s a c a g lia  fo r  W inds" (New Y ork: A sso­
c ia te d  Music P u b l i s h e r s ,  I n c . ,  1 9 6 9 ).
1 1 6
4 .  finy o f  th e  above to n e -ro w s , th e  o r i g i n a l ,  th e  
o r i g i n a l  in v e r s io n ,  th e  r e t r o g r a d e ,  and th e  
r e t r o g r a d e  in v e r s io n ,  may th e n  be tra n s p o se d  t o  
any o f  e le v e n  o th e r  s t a r t i n g  n o t e s .
Example 57.
) ..., o' e t % .
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A d iag ram  o f  a l l  p o s s ib le  v a r i a t i o n s  o f  a tw e lv e - to n e  
row would r e s u l t  i n  w hat i s  c a l le d  a m a t r ix .  L e tte r-n a m e s  a r e  
used  t o  i n d ic a t e  th e  v a r io u s  p i tc h e s  c o n ta in e d  in  th e  m a t r ix .  
U sing  th e  tw e lv e - to n e  row g iv e n  in  Example 55 , th e  m a tr ix  
rep ro d u ced  on th e  fo llo w in g  page w i l l  se rv e  a s  an  i l l u s t r a t i o n .
Im p ro v is in g  from chord  sym bols s e rv e s  a s  th e  p ro c e d u ra l  
b a se  from w hich th e  j a z z  im p ro v ise r  c a l c u l a t e s  and u l t im a te ly  
c r e a t e s  m elod ic  seq u en ces from  m a jo r , m inor and modal key 
c e n t e r s . Im p ro v is a t io n  in  tw e lv e - to n e  ja z z  u se s  th e  tw e lv e -  
to n e  m a tr ix  from w hich to  d e r iv e  l i n e a r  m e lo d ie s . In  u s in g  a 
m a tr ix  f o r  im p ro v is a to ry  p u rp o s e s , th e  p la y e r  may choose t o  
s t a r t  by p la y in g  upw ards, downwards, t o  th e  r i g h t ,  o r  t o  th e
T w e lv e - T o n e  M a t r ix
I
♦
p*
1 X 3 4 S 6 7 S 7 to / /
*
/ 4
1 c Db Gb G D Ab Eb Bb A F E B
2 B C F Gb Db G D A Ab E Eb Bb
3 Gb G C Db Ab D A E Eb B Bb F
4 F Gb B C G Db Ab Eb D Bb A E
S Bb B E F C Gb Db Ab G Eb D A
6 E F Bb B Gb C G D Db A Ab Eb
7 A Bb Eb E B F C G Gb D Db Ab
t D Eb Ab A E Bb F C B G Gb Db
Eb E A Bb F B Gb Db C Ab G D
id G Ab Db D A Eb Bb F E C B Gb
n Ab A D Eb Bb E B Gb F Db C G
I * Db ' D G Ab Eb A E B Bb Gb F C
4
flJ
N ote: By p e rm is s io n  o f  th e  c o p y r ig h t  o w n ers , A sso c ia te d
M usic P u b l i s h e r s ,  I n c . ,  New Y ork.
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l e f t  o f  t h e  m a tr ix .  A f te r  co m p le tin g  one r e a l i z a t i o n  o f  a l l  
tw e lv e  to n e s  in  t h e i r  p r e s c r ib e d  l i n e a r  o r d e r ,  th e  p la y e r  may 
f r e e l y  choose  a n o th e r  p o in t  o f  d e p a r tu r e .  F o r exam ple, t h e  
fo llo w in g  im p ro v is a t io n  u ses  t h e  to n e -ro w s I I  ( r i g h t )  and 
12 (down) from  th e  m a tr ix  l i s t e d  above. T h is  p ro c e ss  may be 
r e p e a te d  a s  many t im e s  a s  i s  n e c e s s a ry  t o  f i n i s h  th e  p ie c e  o r 
th e  number o f  m easures p r e s c r ib e d  fo r  th e  im p ro v is a t io n .
Example 60 .
f t 1 f —
f  P - r  :
4  } - f ¥ - .....i
1 .... f- ) ] 4  —
~ b p  ■a'Yi-----
I " 1 T f - I
- y -  v - ■ ■■
J - - 1 1-----------
j l  _  y  i j  “ | - i - , v  h g ~ f ~ *  V  r
—& —  ^ t> —
----»--------<=*--------rr*
— ] " r  ---------
t p  r  7  — - z f  ? . /  P d jS L /  J ----
The p o in t  o f  d e p a r tu re  i s  de te rm ined  by th e  v i s u a l  
c o n ta c t  o f  t h e  im p ro v is e r . T hat i s , th e  im p ro v ise r  m ust make 
t h e  fo l lo w in g  d e c i s io n  a t  th e  moment when t h e  p l a y e r ’s eye 
makes t h i s  v i s u a l  c o n ta c t  w ith  one o f  th e  le t te r -n a m e s  in  th e  
m a t r ix .  A f te r  c o m p le tin g  th e  i n i t i a l  to n e -ro w  s e l e c t i o n ,  th e  
im p ro v ise r  m ust choose a  d i f f e r e n t  to n e-ro w  and d e c id e  i n ­
s ta n ta n e o u s ly  w hich o f  th e  fo u r  d i r e c t i o n s  i s  t o  be adop ted  
d u r in g  th e  p ro c e e d in g  p o r t io n  o f  th e  im p ro v is a t io n .
The n o te s  l i s t e d  in  a m a tr ix  adm it f r e e l y  o f  o c ta v e
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d isp lacem en t and in  no way re p re s e n t  a p a r t i c u l a r  r e g i s t e r .  
T h e re fo re , t h e  pe rfo rm er i s  a llow ed y e t  a n o th e r  o p tio n  t h a t  th e  
tw e lv e - to n e  tec h n iq u e  a d m its .
From a rhy thm ic  s ta n d p o in t  th e  o p tio n s  a re  n o t r e s t r i c t e d  
t o  any p reco n ce iv ed  p a t t e r n s . Any rhythm  may he f r e e l y  adopted  
t o  th e  m elod ic  s e r ie s  de te rm ined  by th e  m a tr ix . A lthough 
rhy thm ic freedom  and r e p e t i t i o n  a re  a llo w e d , th e  pe rfo rm er 
must be c o n s ta n t ly  aware o f m e tr ic  s t i p u la t io n s  and p h raseo lo g y  
t h a t  may be p re s c r ib e d  in  v a rio u s  m u sica l c o m p o s itio n s . These 
n o n - r e s t r i c t i v e  p ro ce d u res  would a p p ly  t o  im p ro v is in g  from a 
tw e lv e - to n e  chord  p ro g re s s io n  u s in g  th e  tw e lv e - to n e  m a tr ix  fo r  
e f f e c t in g  m elod ic  fo rm u lae .
The fo llo w in g  exam ple i l l u s t r a t e s  rhythm  p a t t e r n s  t h a t  
can be used  in  an im p ro v isa to ry  perform ance o f  j a z z .
Example 61 .
hiaTTP mm^ rfffffvrrrr rntmm
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The a p p l ic a t io n  o f  th e s e  rhythm  p a t te r n s  t o  th e  m a tr ix  
cou ld  r e s u l t  in  v a rio u s  r e a l i z a t i o n s .  For exam ple, u s in g  l in e  
3 ( I )  in  th e  m a tr ix , r e a d in g  from r i g h t  to  l e f t ,  which would 
c o n s t i tu t e  a  tra n s p o se d  r e t ro g ra d e  o f th e  o r i g in a l  (P ) row , th e  
fo llo w in g  im p ro v isa tio n s  m ight r e s u l t :
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Example 62b.
Example 62c,
Example 62d .
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S uggested  Models
The fo llo w in g  im p ro v is a to ry  m odels i l l u s t r a t e  th e  s t r i c t  
m elod ic  ad h e ren ce  t o  g u id e l in e s  r e g a rd in g  tw e lv e - to n e  row co n ­
s t r u c t i o n  and m a tr ix  im p ro v is a t io n . The o r i g i n a l  row (P) and 
i t s  p e rm u ta tio n s  a r e  d e riv e d  from  th e  m a tr ix  shown on page 117 . 
The f i r s t  m odel i l l u s t r a t e s  an  im p ro v is a t io n  u s in g  th e  o r i g i n a l  
( P ) ,  in v e r s io n  ( I ) ,  r e t r o g r a d e  (R ) , and r e t r o g r a d e  in v e r s io n  
(R I) o v e r a  b lu e s  chord  p ro g re s s io n  t h a t  i s  n o t. d e r iv e d  from  th e  
rows above. The second model i l l u s t r a t e s  an im p ro v is a tio n  u s in g  
o th e r  to n e -ro w s  from  th e  m a tr ix  aboveJ
Example 6 3 a .
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Example 63b .
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E v a lu a t iv e  E x e rc is e s
1 .  U sing  th e  row c o n s t r u c t io n  g u id e l in e s  l i s t e d  on 
p ag es 115 and 116 w r i te  an o r i g i n a l  to n e  row (P ) 
and i t s  t r a n s p o s i t i o n s ,  in c lu d in g  th e  in v e r s io n
( I ) ,  r e t r o g r a d e  (R ), and r e t ro g ra d e  in v e r s io n  (R I ) .
2 .  P la y  th e  to n e  rows c o n s tru c te d  in  th e  e x e rc is e  
above and a p p ly  them  t o  a  chord  p ro g re s s io n  d e r iv e d  
from e ac h  o f  th e s e  to n e  ro w s. The rhythm s i l l u s ­
t r a t e d  in  Example 61 would be a p p l ic a b le  to  t h i s  
im prov i s a t i  o n .
3 .  From th e  m a tr ix  g iv e n  on page 117 , a p p ly  th e  im pro ­
v i s a to r y  g u id e l in e s  f o r  u s in g  a  m a tr ix  d u rin g  each  
d e v e lo p m e n ta l p r a c t i c e  s e s s io n .  The p e rfo rm er 
sh o u ld  choose p red e te rm in e d  to n e  rows from th e  m a tr ix  
and c o o rd in a te  th e s e  rows w ith  th e  rhythm  p a t t e r n s  
u sed  in  Exam ples 63a and 63b.
4 .  A f te r  r e p e t i t i o u s l y  a p p ly in g  th e  p r a c t i c e  p r in c ip le s  
l i s t e d  i n  E x e rc is e  3 ab o v e , th e  p e rfo rm e r shou ld  
b e g in  ch o o sin g  to n e  rows th ro u g h  eye c o n ta c t  o n ly . 
From t h i s  p o in t  fo rw a rd , eye c o n ta c t  d e te rm in e s  
to n e  row s e l e c t io n  in  j a z z  im p ro v is a tio n  from th e  
tw e lv e - to n e  m a tr ix .
CHAPTER IV
SUMMARY, CONCLUSION’S , AND RECOMMENDATIONS
' Summary
Ja z z  i s  a s t y l e  o f  m usic in d ig e n o u s  t o  Am erica w hich 
h a s  g a in ed  a c c e p ta n c e  among n o ted  m usic e d u c a to r s  a s  a  c r e a t i v e  
p e rfo rm in g  a r t .  The a c c e p ta n c e  o f  j a z z  e d u c a tio n  and p e r ­
form ance i n  th e  c u rr ic u lu m  o f  i n s t i t u t i o n s  o f  h ig h e r  l e a r n in g  
and seco n d a ry  schoo ls, r e p r e s e n t s  a  s i g n i f i c a n t  change o f  a t t i ­
tu d e  tow ard  ja z z  a s  an  im p o r ta n t  mode o f  m u s ic a l  c r e a t i v i t y  
and s e l f - e x p r e s s i o n .  Music e d u c a to r s ,  hav ing  re c o g n iz e d  
c r e a t i v i t y  a s  a prim e c o n s id e r a t io n  in  th e  fo rm u la tio n  o f  th e  
t o t a l  m usic c u r r ic u lu m , p o in t  t o  j a z z  im p ro v isa tio n  a s  one 
means f o r  d e v e lo p in g  c r e a t i v e  m u s ic ia n s h ip . The p r o l i f e r a t i o n  
o f  j a z z  a c t i v i t i e s  and th e  grow th and developm ent o f  j a z z  
s tu d ie s  in  r e c e n t  y e a r s  have  produced f u r th e r  e v id e n ce  o f  th e  
in c r e a s in g  a p p e a l  and i n t e r e s t  g e n e ra te d  by t h i s  form o f  Am eri­
can  m u sic . W hile th e  f i e l d  o f  m usic e d u c a tio n  h a s  been a l e r t e d  
t o  th e  re le v a n c e  o f j a z z  im p ro v is a t io n  to  m u s ic a l  c r e a t i v i t y ,  
th e r e  a p p e a rs  t o  be a  s e r io u s  l a c k  o f  i n t e r e s t  in  th e  s c h o la r ly  
r e s e a r c h  o f  b a s ic  p e d a g o g ic a l  a s p e c ts  o f  j a z z  im p ro v is a t io n .
The d e f ic ie n c y  o f  s tu d ie s  i n  t h i s  m u sica l pe rfo rm ance  a re a  
prom pted th e  fo rm u la tio n  o f  th e  o b je c t iv e s  f o r  t h i s  r e s e a r c h  
p r o j e c t .  These o b je c t iv e s  w ere t o :
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(1 )  fo rm u la te  and w r i te  a t e x t u a l  in t ro d u c t io n  to  ja z z  
im p ro v isa tio n  fo r  th e  B - f l a t  soprano tru m p e t p e r ­
fo rm er .
(2 )  i d e n t i f y  and rev iew  s e le c te d  rud im ents o f  music 
c o n s id e re d  t o  be r e q u i s i t e  to  th e  study  o f  ja z z  
im p ro v is a t io n .
(3 )  p ro v id e  s p e c i f i c  m u sica l m a te r ia ls  f o r  in tro d u c in g  
b a s ic  t h e o r e t i c a l  and perform ance te c h n iq u e s  used 
f o r  im p ro v is in g  ja z z  from m ajor and m inor h a r ­
m o n ies , p e n ta to n ic  and m odal ha rm on ies, and from
a s e le c te d  tw e lv e - to n e  m a tr ix .
(4 )  p ro v id e  th e  in ex p e rie n ce d  j a z z  tru m p e te r  w ith  
s e q u e n t ia l ly  s t r u c tu r e d  e x e rc is e s  t h a t  f o s t e r  
im p ro v isa to ry  grow th and developm ent.
(5 )  compose o r i g in a l  m u sica l models which a re  designed  
t o  i n i t i a t e  and m o tiv a te  ja z z  im p ro v isa tio n .
In  o rd e r  t o  a c h ie v e  th e  o b je c t iv e s  l i s t e d  above , th e  
fo llo w in g  s te p s  were ta k e n :
(1 )  An i n v e s t ig a t io n  was made o f  s e le c te d  m ethods fo r  
te a c h in g  ja z z  im p ro v isa tio n  to  th e  B - f l a t  soprano 
tru m p e t p e rfo rm e r .
(2 ) S p e c if ic  p u b l ic a t io n s  and unpub lished  re s e a rc h  
p r o j e c t s  d e a l in g  w ith  th e  stu d y  o f  ja z z  im p ro v isa ­
t i o n  were r e s e a r c h e d .
(3 ) A s e a rc h  was made o f p e d ag o g ica l so u rc es  t h a t  
f e a tu re d  i n s t r u c t i o n a l  te c h n iq u e s  and p r a c t ic e s  
used f o r  im p ro v is in g  ja z z  from a tw e lv e - to n e  
m a t r ix .
(4 )  A s tu d y  was made o f  v a r io u s  books c o n ta in in g  e tu d e s  
t h a t  a r e  d es ig n ed  to  develop  th e  s k i l l s  o f  th e  ja z z  
im p ro v is e r .
The outcome o f  t h i s  in v e s t ig a t io n  r e s u l te d  i n  th e  formu­
l a t i o n  o f  an in t ro d u c to r y  t e x t  fo r  te a c h in g  b a s ic  t h e o r e t i c a l  
and perform ance p r i n c i p le s  o f  j a z z  im p ro v isa tio n  to  th e  B - f l a t  
sop rano  tru m p e t p e rfo rm e r . S p e c ia l  em phasis was g iv en  to  
p e n ta to n ic  and m odal im p ro v isa tio n  and t o  fundam entals o f ja z z
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im p ro v is a t io n  from a  tw e lv e - to n e  m a t r ix .  The exam ples con­
t a in e d  in  t h i s  t e x t  w ere p re s e n te d  c u m u la tiv e ly  w ith  th e  d eg ree  
o f  rh y th m ic  d i f f i c u l t y  b e in g  l im i te d  t o  e ig h th - n o te s .  The im­
p r o v i s a to r y  m odels t h a t  were f e a tu re d  in  t h i s  t e x t  were o r i g i n a l  
c r e a t i o n s  by  th e  a u th o r .  The im p ro v isa to ry  p ro c e d u re s  were 
p re s e n te d  a s  i n t r o d u c to r y  g u id e l in e s  w hich co u ld  be o f  s i g n i f i ­
c a n t  v a lu e  i n  th e  d e v e lo p m e n ta l s tu d y  o f  j a z z  im p ro v is a t io n .
• C o n c lu s io n s
The re v ie w  o f  th e  l i t e r a t u r e  and th e  fo rm u la tio n  o f  
th e  i n t r o d u c to r y  t e x t  in  t h i s  r e s e a r c h  su g g e s te d  s e v e r a l  co n ­
c lu s io n s  t h a t  c o u ld  be drawn from th e  s tu d y  o f  j a z z  im p ro v isa  
t i o n .  T hese c o n c lu s io n s  a r e  t h a t : .
(1 )  t h e r e  ap p ea re d  t o  be no u n p u b lish e d  re s e a rc h  
p r o j e c t s  d e a l in g  w ith  th e  p e d a g o g ic a l te c h n iq u e s  
f o r  in t r o d u c in g  j a z z  im p ro v is a t io n  t o  th e  B - f l a t  
so p ra n o  tru m p e t p e r fo rm e r .
(2 )  a  s tu d y  d e s ig n e d  fo r  te a c h in g  j a z z  im p ro v is a t io n  
from a  tw e lv e - to n e  m a tr ix  was n o n - e x is te n t  p r i o r  
t o  t h i s  r e s e a r c h .
( 3 )  j a z z  im p ro v is a t io n  demands t h a t  th e  p e rfo rm e r 
h av e  a  fu n d am e n ta l p e rfo rm in g  knowledge and 
u n d e rs ta n d in g  o f  th e  m usic th e o ry  a r e a s  c o n ta in e d  
i n  t h i s  in t r o d u c to r y  t e x t .
( 4 )  s i g n i f i c a n t  pe rfo rm an ce  s k i l l s  and te c h n iq u e s  
c o u ld  b e  d ev e lo p ed  th ro u g h  t h i s  s tu d y  o f  j a z z  
im p ro v is a to ry  fu n d a m e n ta ls .
( 5 )  j a z z  im p ro v is a t io n  p ro v id e s  o p p o r tu n i t i e s  fo r  
s e l f - e x p r e s s i o n  and th e  developm ent o f  o n e 's  
c r e a t i v e  a b i l i t i e s .
(6 )  a  tru m p e t p e rfo rm e r  i n t e r e s t e d  in  d e v e lo p in g  
im p ro v is a to ry  s k i l l s  i n  j a z z  w i l l  f in d  in  t h i s  
t e x t  a  s u f f i c i e n t  amount o f  c h a l le n g in g  work t o  
enhance  h i s  c h an c es  f o r  su c c e ss  i n  th e  f i e l d  o f  
j a z z .
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Recommendations
T here a re  o th e r  p h ases o f j a z z  which seem to  need 
s c h o la r ly  a t t e n t i o n . R esearch  s tu d ie s  which cou ld  make s i g ­
n i f i c a n t  c o n tr ib u t io n s  t o  th e  s tu d y  o f  ja z z  would be:
Cl) a s tu d y  o f  e le c t r o n ic  d e v ic e s  used by wind and 
keyboard  in s tru m e n ts  in  ja z z  perfo rm ance .
(2 ) a s tu d y  fo r  d e te rm in in g  th e  e x te n t  o f  ja z z  c o u rse  
o f f e r in g s  in c lu d e d  in  th e  m usic c u r r i c u la  o f  
i n s t i t u t i o n s  o f  h ig h e r  le a rn in g  f o r  p re p a r in g  
in s tru m e n ta l  m usic t e a c h e r s .
(3 ) a su rvey  o f  u n d e rg ra d u a te  c u r r i c u la  in  i n s t i t u ­
t i o n s  o f h ig h e r  le a rn in g  fo r  d e te rm in in g  th e  
e x te n t  to  w hich chord symbols a re  in c lu d ed  in  
th e  co u rse  c o n te n t  o f  f i r s t - y e a r  m usic th e o ry .
(4 )  a s tu d y  which would in v o lv e  th e  com parison o f  two 
r e s e a r c h  p o p u la t io n s : one c o n s is t in g  o f  s tu d e n ts
r e c e iv in g  g roup  le s so n s  and a n o th e r  r e c e iv in g  
in d iv id u a l  le s s o n s  u s in g  th e  newly d ev ised  t e x t  
evo lved  in  t h i s  s tu d y .
(5 ) a s tu d y  t o  d e te rm in e  th e  f e a s i b i l i t y  and v a lu e  
o f  u s in g  e d u c a t io n a l  t e l e v i s i o n  f o r  te a c h in g  
ja z z  im p ro v isa to ry  te c h n iq u e s .
(6 ) th e  developm ent o f  a t e x t  f o r  in tro d u c in g  c h o rd - 
p ro d u cin g  in s tru m e n ts  t o  tw e lv e - to n e  ja z z  t e c h ­
n iq u e s  .
BIBLIOGRAPHY
Books
A e b e rs o ld , Jam ey . A New A pproach t o  J a z z  I m p r o v is a t io n . New 
A lb a n y , I n d . :  Jam ey A e b e rs o ld , 1967.
A p e l, W i l l i ,  e d . H arv ard  D ic t io n a ry  o f  M u sic . 2nd e d . r e v .
C am bridge , M ass .: The B elknap  P re s s  o f  H arv ard  U n iv e r s i ty
P r e s s ,  1969.
A u s t in ,  W illia m  W. M usic in  t h e  2 0 th  C e n tu ry . New Y ork:
W. W. N orton  & Company, 1966 .
B a k e r , D a v id . A Method f o r  D ev elo p in g  I m p r o v is a t io n a l  T ech­
n iq u e  . L i b e r t y v i l l e ,  1 1 1 .:  T o d ay 's  M usic , 1968 .
_________ . J a z z  I m p r o v is a t io n . C h icago : D ow nbeat/M usic
W orkshop P u b l i c a t io n s ,  1969 .
B a rzu n , J a c q u e s .  M usic in  A m erican L i f e . G arden C i ty ,  New 
Y ork: D oubleday and Company, 1956.
B ra n d e l ,  R o se . " A f r i c a ."  H arv ard  D ic t io n a r y  o f  M u sic .
E d i te d  by W il l i  A p e l. 2nd e d .  r e v .  C am bridge, M ass.:
The B elknap  P re s s  o f  H arvard  U n iv e r s i ty  P r e s s ,  1969.
B urk , C a s s i s ;  M e ie r h o f f e r ,  V i r g in ia ;  and P h i l l i p s ,  C lau d e .
A m e ric a 's  M u sica l H e r i t a g e . New Y o rk : L a id la w  B r o th e r s ,
1 9 42 .
C la y to n , A lle n  B. "M usic T heory  f o r  High S c h o o l ."  P e r s p e c t iv e s  
i n  M usic E d u c a t io n . S ou rce  Book I I I . W ash in g to n , D. C . :  
M usic E d u c a to rs  N a t io n a l  C o n fe re n c e , 1966.
C o k e r, J e r r y  C. Im p ro v is in g  J a z z . Englewood C l i f f s ,  N. J . :  
P r e n t i c e - H a l l ,  I n c . ,  1964.
C o k e r, J e r r y  C . ;  C a s a le ,  Jimmy; C am pbell, G ary ; and G reen e , 
J e r r y .  P a t t e r n s  f o r  J a z z . L ebanon, I n d . :  S tu d io  P /R ,
I n c . ,  1 9 70 .
C o l i e s ,  H. C. " E x te m p o r iz a tio n  o r  I m p r o v is a t io n ."  G ro v e 's  
D ic t io n a r y  o f  M usic and M u s ic ia n s . 5 th  e d . E d ite d  by 
E r ic  Blom. V o l. I I .  New Y ork: S t .  M a rtin s  P r e s s ,  I n c . ,
1 9 54 .
1 2 8
C ooper, P a u l .  P e r s p e c t iv e s  in  M usic T h e o ry . New Y ork: Dodd,
Mead & Company, 1973 .
D a l l i n ,  L eon. T echn iques o f  T w en tie th  C en tu ry  C o m p o sitio n .
2nd e d . Dubuque, Iowa: W illiam  C. Brown Company, I n c . ,
1964 .
D e x te r , Dave. The J a z z  S to r y . Englewood C l i f f s ,  N. J . :
P r e n t ic e - H a l l ,  I n c . ,  1964.
E r l i c h ,  L i l l i a n .  What J a z z  I s  A ll  A bou t. New York: J u l i a n
M essner, I n c . ,  1962 .
F e a th e r ,  L eo n ard . The Book o f  J a z z . New York: H o rizo n
P r e s s ,  1964.
G a rc ia ,  R u s s e l l .  The P r o f e s s io n a l  Arrancrer Com poser. New
York: C r i te r io n  Music C o rp o ra t io n , 1954.
G ro u t, Donald J .  A H is to r y  o f W estern  M usic , r e v .  ed . New 
York: W. W. N orton  & Company, I n c . ,  1973.
H ansen , P e te r  S . An I n t r o d u c t io n  t o  T w en tie th  C en tu ry  M usic.
2nd e d . B o sto n : A lly n  and B acon, I n c . ,  1967.
H o d ie r , Andrdl. J a z z :  I t s  E v o lu tio n  and E sse n c e . T ra n s la te d
by David Noakes. New York: Grove P r e s s ,  I n c . ,  1956.
_________ . Toward J a z z . New Y ork: Grove P r e s s ,  1962 .
Howard, Jo h n  T . A S h o r t  H is to ry  o f  Music in  A m erica. New
York: Thomas Y. C ro w e ll Company, 1957.
K la u s , K enneth B. The Rom antic P e r io d  in  M usic. B o sto n :
A lly n  and Bacon, I n c . ,  1970.
K onow itz , B. L. J a z z .  Music A t o  Z . E d ite d  by J a c k  S ach er.
New Y ork: G ro sse t & D unlap , I n c . ,  1963.
K o tw ica , Raymond, and V io la ,  J o s e p h . Chord S tu d ie s  f o r  T rum pet. 
B oston : B erk lee  P re s s  P u b l ic a t io n s ,  1965.
L ang , P a u l H. Music i n  W estern  C i v i l i z a t i o n . New Y ork:
W. W. N orton & Company, 1941.
L a P o r ta , J o h n . A G uide t o  Im p ro v is a t io n . B oston : B e rk le e
P re ss  P u b l i c a t io n s ,  1968.
L eo n h a rd , C h a r le s ,  and H ouse, R o b e rt W. F o u n d a tio n s and P r in ­
c ip l e s  o f  Music E d u c a tio n . New York: M cG raw -H ill Book
Company, 1959.
129
M a ch lis , Jo se p h . In t ro d u c t io n  t o  Contem porary M usic. New 
York: W. W, N orton  & Company, I n c . ,  1961.
Mehegan, Jo h n . J a z z  Im p ro v is a t io n . V ol. I :  T onal and Rhythmic
P r i n c i p l e s . New Y ork: W atso n -G u p till P u b l ic a t io n s ,  1959.
_________ . J a z z  Im p ro v is a t io n . V o l. I I :  Jazz  Rhythm and th e
Im prov ised  L in e . New York: W atso n -G u p till P u b l ic a t io n s ,
1962.
____________ Ja z z  Im p ro v is a t io n . V o l. I l l :  Swing and E a rly
P ro g re s s iv e  S ty le s  . New York: W atso n -G u p till P u b lic a ­
t i o n s ,  1964.
. Ja z z  Im p ro v is a t io n . V o l. IV: Contem porary Piano 
S t y l e s . New Y ork: W atso n -G u p till P u b l ic a t io n s ,  1965.
M u rs e ll ,  Jam es L. M usic E duca tion  P r in c ip le s  and Program s.
New York: S i lv e r  B u rd e tt Company, 1956.
Newton, F r a n c is .  The J a z z  S cen e . London: MacGibbon and
K ee, 1959.
O r f f , ' C a r l .  Music f o r  C h i ld re n . Adapted by Doreen H a ll arid 
A rnold W a lte r . V o l. I :  P e n ta to n ic . M ainz, Germany:
B. S c h o t t 's  Sohne, 1960.
O s tra n sk y , L ero y . The Anatomy o f  J a z z . S e a tt le .:  U n iv e rs i ty
o f  W ashington P r e s s ,  1960.
Otfrman, R o b ert W. E lem en tary  Harmony. • Englewood C l i f f s ,
N. J . :  P r e n t ic e - H a l l ,  1961.
P a n ic o , F ra n k , and W isk irc h en , G eorge. A Manual f o r  th e  S ta g e  
o r  Dance Band Trumpet P la v e r . B oston: B e rk lee  P ress
P u b l ic a t io n s ,  1964.
P e r l e ,  G eorge. S e r i a l  C om position and A to n a l i tv . 2nd ed . 
B e rk e ley  and Los A n g e les , C a l i f . :  U n iv e rs i ty  o f  C a l i ­
f o r n ia  P r e s s ,  1968.
P i s to n ,  W a lte r . Harmony. 3rd e d . New York: W. W. Norton &
C o ., I n c . ,  1962.
R u s s e l l ,  G eorge. The L ydian  C hrom atic  Concept o f  Tonal O rg a n iz a ­
t i o n  f o r  Im p ro v is a t io n . New York: Concept P u b lish in g
C o. ,  1959.
R usso , W illia m . J a z z  C om position  and O rc h e s tr a t io n . C hicago:
The U n iv e r s i ty  o f  Chicago P r e s s ,  1968.
1 3 0
S alzm an , E r i c .  T w e n tie th -C e n tu ry  M usic: An I n t r o d u c t io n .
Englewood C l i f f s ,  N. J . :  P r e n t ic e - H a l l ,  I n c . ,  1967.
S c h o e n b e rg , A rn o ld . F undam entals o f  M u sica l C o m p o sitio n .
E d ite d  by G e ra ld  S t r a n g . New Y ork: S t .  M a rtin s  P r e s s ,
1967.
S c h u l l e r , G u n th e r . E a r ly  J a z z :  I t s  R oots and M usica l
D evelopm ent. New Y ork: O xford U n iv e r s i ty  P r e s s ,  1969.
S o u th e rn , E i l e e n .  The M usic o f  B lack  A m ericans: A H is to r y . 
New Y ork: W. W. N orton  & C o .,  I n c . ,  1971.
S t e a r n s ,  M a rs h a ll .  The S to ry  o f  J a z z . New York: M entor
B ooks, 1958 .
S t u a r t ,  W a lte r . J a z z  Im p ro v is in g -. New Y ork: New Sounds in
Modem M u sic , 1961.
T a n n e r , P a u l 0 .  W ., and Gerow, M au rice . 2nd e d . A S tudy  o f  
J a z z . Dubuque, Iowa: W illia m  C. Brown Company, I n c . ,
1973.
W e b s te r 's  S ev en th  New C o l le g ia te  D ic t io n a r y . S p r i n g f i e l d , 
M ass .: G. & C. M erriam  Company, 1965.
W e s tru p , J . A. ,  and H a r r is o n , _F . L . The New C o lle g e  E n cy c lo ­
p e d ia  o f  M u sic . New Y ork: W. W. N orton & C o ., I n c . ,
1960 .
W ilso n , H arry  R . M usic i n  t h e  H igh S c h o o l. New York: S i lv e r
B u rd e tt  Company, 1941.
W is k irc h e n , G e o rg e . D evelopm en ta l T echniques f o r  th e  S choo l
Dance Band M u s ic ia n . B o sto n : B e rk le e  P re ss  P u b l ic a t io n s ,
1961 .
W o lln e r , G e r tru d e  P r i c e .  Im p ro v is a t io n  in  M usic. G arden 
C i ty ,  N. Y .:  D oubleday & Company, I n c . ,  1963 .
P e r io d ic a l s
B oggs, J o n  W. "T each ing  Im p ro v is a t io n  a s  R e la te d  t o  J a z z . ” 
NAJE E d u c a to r . IV (F eb ru a ry -M arch , 1 9 7 2 ), JL 1-13 .
Brown, Andy. "The C r a f t  o f  I m p ro v is a t io n ."  Woodwind M agazine . 
VI (M a rc h -A p ril , 1 9 5 4 ) , 8 .
1 3 1
C u lp , D a r lin g to n  R . "The P o s i t iv e  A pproach t o  T each ing  J a z z . ” 
Music E d u c a to rs  J o u r n a l . X L III ( J a n u a ry , 1 9 5 7 ), 3 6 -4 1 .
G o ld b e rg , H a ro ld . "How Can They S tudy  J a z z  Im p ro v is a tio n ? "  
Music J o u r n a l . XVII (A p ril-M ay , 1 9 5 9 ), 122.
H a l l ,  M. E . "How We Hope t o  F o s te r  J a z z ."  Music E d u ca to rs  
J o u r n a l , LV (M arch, 1 9 6 9 ), 4 4 -4 5 .
Heckman, Don. "The New J a z z ,  A M a tte r  o f  D o in g ."  Down B e a t , 
XXXIV (F e b ru a ry  9 ,  1 9 6 7 ), 2 4 -2 5 .
H e n to f f ,  Max. " Ja z z  and S c h o o ls ."  I n t e r n a t i o n a l  M u s ic ia n . 
XLVII ( A p r i l ,  1 9 6 6 ) , 1 0 .
S c h u l l e r ,  G u n th e r. " Ja z z  E d u c a tio n : Schoo led  S p o n ta n e i ty ."
Music J o u r n a l . XIX (O c to b e r , 1 9 6 1 ) , 7 3 .
S u b e r , C h a r le s .  "The F i r s t  C h o ru s ."  Down B e a t . XXXV (A u g u st, 
1 9 6 8 ) , 6 .
T a llm a d g e , W. H. "T each in g  Im p ro v is a t io n ."  Music E d u c a to rs  
J o u r n a l . XLVII ( November-December, 1 9 6 0 ), 58 -60 .
"T he Tanglewood Symposium: M usic in  Am erican S o c ie ty ."
M usic E d u c a to rs  J o u r n a l . LIV (November, 1 9 6 7 ), 5 1 -8 0 .
T a n n e r ,  P a u l .  " Ja z z  Goes t o  C o lle g e ."  Music E d u c a to rs  J o u r n a l . 
LV II ( A p r i l ,  1 9 7 1 ) , 88 .
T h r e s h e r ,  J a n ic e  M. "The C o n tr ib u t io n s  o f  C a r l  O rf f  t o  E le ­
m en ta ry  Music E d u c a tio n ."  Music E d u c a to rs  J o u r n a l , L 
( J a n u a ry ,  1 9 6 4 ), 4 4 -4 5 .
M usic C o l le c t io n s
B a k e r , C h e t, and Freem an, R u ss . The Trumpet A r t i s t r y  o f  Chet 
B a k e r. H ollyw ood, C a l i f . :  L in e a r  P u b l ic a t io n s ,  1954.
B e r ig a n , Bunny. F i f t y  Swing P h ra s e s . New Y ork: R obbins
Music C o rp . ,  1939.
E ld r id g e ,  R oy. Roy E ld r id g e  *s N ew -Stvie Trumpet F o l i o . New 
Y o rk :. S h a p iro , B e r n s te in  and C o .,  I n c . ,  1943.
Ja m e s , H a r ry . S tu d ie s  and Im p ro v is a tio n s  f o r  T rum pet. New 
Y ork: R obbins M usic C o rp .,  1939.
P a p a r e l l i ,  F ra n k , e d . The D izzy  G i l l e s p i e  Trumpet S t y l e .
New Y ork : L eeds M usic C o rp .,  1946 .
132
M usic C om positions
B erg , A lban . C oncerto  f o r  V io l in  and O r c h e s t r a . V ienna: 
U n iv e rs a l  E d i t io n ,  1936.
B raud , B e r t .  P a s s a c a g l ia  fo r  W inds. New Y ork: A sso c ia te d
Music P u b l i s h e r s ,  I n c . ,  1969.
L ieb erm an n , R o l f . C o n certo  f o r  J a z z  Band and Symphony 
O r c h e s t r a . Z u r ic h :  U n iv e rs a l  E d i t io n ,  1954.
U npublished  M a te r ia ls
B a s k e r v i l l e ,  D av id . "B lack  M usic, Pop and Rock V ersus Our 
O b so le te  C u r r i c u l a ."  A ddress d e l iv e r e d  t o  th e  n a t io n a l  
c o n v e n tio n  o f  th e  N a tio n a l  A s s o c ia t io n  o f  Schools o f  
M usic , New O r le a n s ,  L a . ,  Nov. 2 5 , 1970. (M im eographed.)
K onow itz , B. L . " Ja zz  Im p ro v is a t io n  a t  th e  P ia n o —A T extbook  
f o r  T e a c h e rs ."  U npub lished  Ed.D . d i s s e r t a t i o n ,  Colum bia 
U n iv e r s i ty ,  New Y ork , 1969.
S a lv a to r e ,  J .  A. "Ja zz  Im p ro v is a t io n :  P r in c ip le s  and P r a c ­
t i c e s  R e la t in g  t o  Harmonic and S c a l ic  R e so u rc e s ."  
U n p u b lish ed  Ph.D . d i s s e r t a t i o n ,  F lo r id a  S t a te  U n iv e r s i ty ,  
1970.
VITA
John W. McCauley, born  in  P h i la d e lp h ia ,  M is s i s s ip p i ,  on 
A p r i l  5 , 1936, has devoted  h i s  l i f e  to  th e  f i e l d  o f  music a s  an 
e d u c a to r  and a p e rfo rm e r. While in  h ig h  s c h o o l, he was s e le c te d  
a s  a member o f F i r s t  C h a ir  o f A m erica . He p a r t i c ip a te d  a s  f i r s t  
c h a i r  tru m p e te r  in  v a r io u s  d i s t r i c t  and s t a t e  c l i n i c s  and was a 
member of th e  M is s is s ip p i  L ions A l l - S ta te  Band fo r  two y e a r s .
P r io r  t o  r e c e iv in g  a deg ree  a s  B achelo r o f Music Educa­
t i o n  a t  th e  U n iv e rs i ty  o f M is s is s ip p i  in  1959, he was f i r s t  
tru m p e te r  in  b o th  th e  U n iv e rs i ty  o f S ou thern  M is s is s ip p i  and th e  
U n iv e rs i ty  o f  M is s is s ip p i  b a n d s . He earned  th e  M aster o f  Music 
E duca tion  d e g re e  a t  M is s is s ip p i  S ta te  U n iv e rs i ty  in  1965 and th e  
D octo r o f P h ilo so p h y  in  Music E duca tion  a t  th e  L o u is ian a  S ta te  
U n iv e rs i ty  in  1973.
He h a s  served  a s  a d ju d ic a to r  and g u e s t c l i n i c i a n  a t  
■numerous c o n c e r t ,  m arch ing , and ja z z  band f e s t i v a l s  in  M is s is ­
s i p p i ,  T en n essee , and L o u is ia n a . As a s o l o i s t ,  he was s e le c te d  
a s  th e  O u ts ta n d in g  Ja z z  T rum peter a t  th e  M obile Ja z z  F e s t iv a l  
in  1968. He h a s  appeared  a s  g u e s t s o l o i s t  w ith  v a r io u s  h ig h  
sc h o o l and c o l le g e  j a z z  b an d s , in c lu d in g  th e  L o u is ian a  S ta te  
U n iv e rs i ty  and' th e  U n iv e rs i ty  o f  M is s is s ip p i  ja z z  b a n d s . H is 
perfo rm ing  e x p e r ie n c e s  have been enhanced by p la y in g  s e s s io n s  
w ith  such no ted  ja z z  i n s t r u m e n ta l i s t s  a s D r. Tommy F erguson ,
Dan H a e r le , Roy B urns, C a ro l Kaye, D alton  S m ith , Bob B u rg ess ,
133
134
U rbie  G reen , and C a r l  F on tana.
His a f f i l i a t i o n s  w ith  p r o f e s s io n a l  and h o n o rary  m usic 
o rg a n iz a t io n s  have in c lu d ed  th e  M is s is s ip p i  Band D ire c to r s  
A s s o c ia t io n , M is s is s ip p i  Music E d u ca to rs  A s s o c ia t io n , L o u is ia n a  
Band D ire c to r s  A s s o c ia t io n ,  P h i B eta Mu, P h i Mu Alpha S in fo n ia ,  
P h i D e lta  Kappa, th e  N a tio n a l A s so c ia t io n  o f  J a z z  E d u c a to rs , 
and th e  Music E d u ca to rs  N a tio n a l C o n fe re n ce .
For n in e  y e a r s ,  Mr. McCauley ta u g h t  music on th e  e l e ­
m entary  and secondary  le v e ls  in  th e  p u b lic  sch o o ls  o f  M is s is ­
s i p p i .  He developed  o u ts ta n d in g  bands and was named to  WhoTs 
Who o f  American High School Band D ire c to r s  and s e le c te d  as a 
d i r e c to r  f o r  th e  M is s is s ip p i  L io n s A l l - S ta t e  Band. He se rv ed  
th e  M is s is s ip p i  Band D ire c to rs  A s s o c ia tio n  as t h i r d  v ic e -  
p r e s id e n t ,  s e c r e t a r y - t r e a s u r e r ,  and f i r s t  v ic e -p r e s id e n t  and 
was e le c te d  p re s id e n t  f o r  th e  y e a r  1967 b e fo re  he  decided  t o  
b eg in  d o c to ra l  work a t  th e  L o u is ia n a  S ta te  U n iv e r s i ty .  A f te r  
co m p le tin g  h i s  co u rse -w o rk , he jo in e d  th e  f a c u l ty  o f  L o u is ia n a  
C o lleg e  in  P i n e v i l l e ,  where he se rv ed  f o r  two y e a rs  as d i r e c to r  
o f  th e  c o n c e rt and ja z z  bands and ta u g h t co u rses  in  music 
th e o ry  and m usic e d u c a tio n .
In  1971, Mr. McCauley accep ted  a p o s i t io n  a s  A s s is ta n t  
P ro fe s s o r  o f  Music Theory and A s s is ta n t  D ire c to r  o f  Bands a t  th e  
U n iv e rs i ty  o f  M is s is s ip p i .  S in c e  th e  f a l l  o f  1972, h is  te a c h in g  
has been p r im a r i ly  in  th e  a re a s  o f  m usic e d u c a tio n , music 
th e o r y ,  and ja z z  s tu d i e s .
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